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ABSTRACT

Min-Jung Kang
THE TRIO SONATA IN RESTORATION ENGLAND (1660-1714)

Submitted in June 2008 for the degree of Doctor of Philosophy

After the Restoration, English musical life underwent a considerable change. Although a
great deal of early seventeenth-century music, such as fantasia suites, remained in
circulation both inside and outside the court, a new instrumental genre from Italy
gained immense popularity. The Italian trio sonata eventually came to occupy a
prominent position in English musical life and, when at the tutn of the century the
prints of Corelli’s music arrived, it almost swept away any kind of English instrumental

music. However, when and how the sonata was introduced into England is still not fully
understood.

The main aim of this dissertation is to understand how the sonata was
introduced and received in England and to understand its influence on English sonata
composers during the latter part of the seventeenth century. Thus, this dissertation first
considers the background to the introduction of trio sonatas and the seventeenth-
century English music collections containing them in an attempt to assess their currency
and dissemination in English musical circles. The remainder of this dissertation
primanly deals with English trio sonatas written either abroad or in England. Musical
examples ate given to illustrate their musical style and to demonstrate how they are

influenced by the Italian sonata. Physical evidence of manuscripts is cited to offer a
chronology of English trio sonatas, The last patt of the study focuses on Corelli’s music
and his influence on English music, which continued throughout the eighteenth century,

in order to understand the importance of its conttibution to music-making in England.
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Introduction

Italian vocal music such as solo music and madrigals appears to have circulated in

England from the sixteenth century onwatds, but there seems to have been almost no

knowledge of Italian instrumental music such as the sonata before the Restoration. An
early use of sonata as the title of an instrumental work can be found in G. P. Cima’s
solo and trio sonatas of 1610."! However, selected terms such as canzona, fantasia, and
sinfonia were used interchangeably with sonata, and without consistent distinctions until
sonata came to designate most instrumental music; gradually the sonata became the
main designation of Baroque chamber music during the second half of the seventeenth
century. After 1650 the sonata can usually be categorized as one of two types: the
church sonata, or sonata da chiesa, and the chamber sonata, or sonata da camera. The
former normally employs a more polyphonic texture and is more systematically
developed in terms of form, having a weightier and more serious character than the
latter, which usually consists of dance suites in a lighter style; the distinction of
functions came to be meaningless after 1700 because of a total fusion of the two types.
The sonata spread from Italy throughout Europe no later than the second decade of the

seventeenth century; it was introduced into England after the Restoration.
How did the Italian sonata come to England? Roger North witnessed the
gradual adoption of the sonata, which eventually swept away English instrumental

genres.” However, we do not know precisely when this new instrumental genre, which
was little known in England before the Restoration, began to circulate. Nor do we know

what Itallan sonatas were available and how they were received.

! W. S. Newman, The Sonata in the Barogue Era (Chapel Hill, 1959; New York, 3/1972), 19.
2 J. Walson, Roger North on Music (London, 1959).
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The influence of the Italian sonata in English music can be found in John
Jenkins’s late fantasias written in the 1660s, and Purcell commented in the preface of his
Sonnatas of III Parts (London, 1683) that he ‘faithfully endeavour’d a just imitation of the
most fam’d Italian masters’. Though Purcell’s 1683 collection is regarded as the first set

of Italianate sonatas printed in England, some sonatas were composed in England
before Purcell started writing his trio sonatas — wotks by John Blow, Giovanni Battista
Draghi, Robert King, Nicola Matteis and othets — but there has, as yet, been no
thorough study of these wotks. The studies that deal with the Baroque sonata as a
whole do not cover English sonatas in depth, while books on traditional English
chamber music do not give sonatas the attention they deserve.

Willlam Newman’s The Sonata in the Barogue Era (Chapel Hill, 1959) exemplifies
the first category. This significant work about the Batoque sonata covets many issues
regarding the sonata: its terminology, function, instrumentation and structure, and
includes musical analyses of individual sonata collections by vatious composers. In
chapter 13 Newman summarises the spread of the sonata in England from about 1660
to 1710.> He divides composers who wrote sonatas in England during this petiod into
three groups: predecessors of Purcell, Purcell and his contemporaries, and successots of
Purcell. However, Newman only introduces English composers and their collections

with brief information such as the date and scoring. Even though the information is

valuable, it needs to be enhanced with a deeper understanding of the origin and
development of the sonata in England, and also brought up to date, since it was written
almost fifty years ago. Another book which deals with the Italian Baroque sonata is Willi
Apel's Italian Violin Music of the Seventeenth Century (Bloomington & Indianapolis, 1990).
Apel discusses sonata composers pattly according to chronological otder and partly

based on regional ‘schools’. He provides us with a detailed analysis of each composer’s

3 Newman (3/1972), 301-15.



printed collections. However, he deals with printed sources only; manuscript sources are
not mentioned at all — for example, the important sonatas by Lelio Colista (1629-1680),
which were never published, are not discussed. Peter Allsop’s The Italian Irio’ Sonata:
Jrom its Orgins until Corelli (Oxford, 1992) is unique in that it deals only with ‘church’
sonatas, focusing on the trio type. The term ‘trio’ has caused confusions and
misinterpretations among scholars, so chapter 2, entitled “The Instrumental Ensemble’
is particularly helpful in providing a clear description of the characteristics of trio
sonatas." However, since Allsop’s only interest 1s the Italian sonata there is little material
on the sonata in England. Allsop’s Arcangelo Corelli: New Orpheus of Our Times’ (Oxford,
1999) presents comprehensive information about Corelli’s works, which had immense
popularity and influence, as reprints and imitative works show. Accordingly Allsop
discusses not only Corelli’s music itself but also its dissemination and teception in
Europe, including England. Allsop’s study has a valuable chapter on the reception of
Corelli in England, but he does not deal with eatlier Italian sonatas, which circulated in
England before Corelli’s works arrived.

Peter Holman’s Four and Twenty Fiddlers: The Viiolin at the E nglish Court 1540-1690

(Oxford, 1993, 2/1995) falls within the category of those books concerned primarily

with traditional English consort music. It contains a vast amount of information on

sources and repertoire and a discussion of textures and scoring in English chamber
music, but does not discuss sonatas since they do not seem to have been petformed at
court. Chapter 7 of The Blackwell History of Music in Britain, iii: The Seventeenth Century, ed.
I. Spink (Oxford, 1992) written by Michel Tilmouth and Christopher D. S. Field,
discusses English music from the Restoration period, when the popularity of fantasia
suites began to decline, so the appearance of the Italian sonata and its influence on

English music are dealt with, but its main focus is on English consort music rather than

* P. Allsop, The Italian Trio Sonata (Oxford, 1992), 24-46.

X1



the sonata. Purcell’s sonatas and sonatas by other English composers are briefly
mentioned, as in Newman’s book; this wotk is the only publication that covers the
subject of my study, but it deals with it in summary form only.

There are some significant works which cover the main sources I have dealt

with in this study. The unpublished thesis ‘English Music Manuscripts and the Fine
Paper Trade, 1648-1688’ by Robert Thompson (University of London, 1988) 1s another
work which examines early English sources of Italian sonatas. Thompson attempts to
determine the copying date of those manuscripts containing sonatas based on the paper
type and watermark. His main focus is the mechanics of paper production and the
characteristics of Restoration music manuscripts which help to date undated
manuscripts. Robert Shay and Robert Thompson’s Purvel/ Manusecripts (Cambridge, 2000)
thoroughly examines Purcell’s autograph sources and important secondary sources of
his music. In chapter 3 they discuss Purcell’s autograph score GB-Lbl, Add. MS 30930,
suggesting a new argument about the date of Purcell’s sonatas preserved within it using
evidences such as paper types and watermarks in conjunction with the changes in
Purcells handwriting. This book provides information on Italian sonatas in English
sources and those related to them. However, their discussion is confined to those

manusctipts in which Purcell’s sonatas are included, thus they do not explain how Italian

sonatas were introduced and received in England.

‘The main music collections on which I have focused have been discussed in
some periodical literature. Mark Caudle’s article ‘The English Repertory for Violin,
Bass Viol and Continuo’ covers the repertoire of German, Austrian and Dutch
chamber music in English sources, along with works of similar style by English
composers; Caudle’s list includes most of the wotks in the Falle collections of
Durham Cathedral University with English concordances, but sonatas for two violins,

bass and continuo are inevitably excluded because of the limited nature of his study.
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Margaret Crum’s unpublished conference paper ‘James Sherard and the Oxford
Music School Collection’ presents information on the histoty and contents of the
Sherard collection. Crum deals with both manuscripts and printed music and how
they were acquired by James Sherard. She mentions several manuscripts containing

sonatas from the Sherard collection, but does not cover its contents in detail; she

gives a little information regarding the physical and musical descriptions of the

manuscripts.

Some information on the eatly transmission of the Italian sonata into England
can be acquired in Peter Walls’s “The Influence of the Italian Violin School in

Seventeenth-Century England’. Walls identifies an eatly trio sonata manuscript at

Oxford (Ob, MS Mus. Sch. C.79) as evidence of the circulation of the Italian trio sonata
before the 1680s in England, and discusses briefly Nicola Matteis’s trio sonata found in
an Oxford manuscript (Ob, MSS Mus. Sch.400-3). The main purpose of this article 1s to

examine the influence of the techniques of Italian violin music and players on English

musicians, so trio sonatas, which normally do not display virtuoso technique, ate not.

dealt with.

There seems to have been almost no study on the reception of the sonata in
Restoration England apart from the study of the reception of Corelli’s music, and this is
primarily focused on the eighteenth century. In “The Response to Cotell’s music in
Eighteenth-Century England’ Owain Edwards presents references to Corelli’s music in
newspaper articles in chronological order. He also provides anecdotes reported by

subsequent historians through which the populatity of Cotelli’s music in England could
be gauged. This study is helpful in that it demonstrates that the populatity of the trio

sonata was established by the beginning of the eighteenth century, but does not contain

information on the initial stage of the spread of the Italian sonata in England.

Therefore the aim of this dissertation is to explore the introduction and reception of
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the Italian trio sonata in Restoration England, which has not been yet fully understood.
The focus is on the trio sonata, since despite its relative neglect today, it was this genre
that was introduced and quickly won great popularity in Restoration England; solo
sonatas did not appear until much later. Solo sonatas can be found in the individual

collection such as GB-Ob, MS Mus. Sch. C. 61, Francis Withy’s score book, copied
around 1688-1700, but the first published collection containing solo sonatas was
Gottfried Finger’s VI Sonatas or Solos (1690) in England. Solo sonatas were not
popular untl the second decade of the eighteenth century.

The research is divided into two parts. Part I consists of four chapters. Chapter
1 outlines the historical context of trio scoring in England before the trio sonata was
introduced. The Italian sonata was composed primarily for small ensembles, and the
most common and favoured setting was the ‘trio’. After considering the origin of trio
scoring in English music the problems of defining the word ‘sonata’ in both Italian and
English sources is discussed. Chapter 2 deals with the introduction of the Italian sonata
in Restoration England by surveying music collections of English provenance: they are
explored in chronological otder, and each collection’s tepertotre is related to
performance practice in Restoration musical life. Chapter 3 is concerned with sonatas

watten in England. It explores sonatas which are candidates for being among the first
written in England either by English composers or foreign composers active at that time.
Discussion of each sonata is based on the physical evidence of the manuscript and on
an analysis of the composition. Purcell’s two sonata collections are mentioned briefly
since significant researches have already been done on Purcell’s chamber music. After
Purcell there follows an examination of the sonatas written by the next generation of
composers, active at the turn of the eighteenth century. The concluding chapter
describes the situation in the early eighteenth century (until & 1714), focusing on

Corelli’s reception in England and his influence on English composers.
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Part II contains catalogues of the manuscript sources and printed sonatas
found in seventeenth-century English collections, focusing on three libraries: the library
of Chrst Church College, Oxford University, the Music School Collection in the
Bodleian Library, Oxford University, and the Philip Falle Collection in Durham

Cathedral University Library. Almost all the manuscript sources up to the eatly
eighteenth century are covered, but I have limited printed soutces to the three
collections above, since they were gathered as single collections during the seventeenth
century and therefore are ideally suited to the purpose of this study; all other printed
collections, such as those in the British Library, are excluded since we do not know
when they arrived and wete included in the library. The catalogue section comprises two
sequences. The first sequence includes all the manuscript sources with other manuscript
concordances and pnnted editions. The second sequence is arranged by individual
composer, and all the sources of each composer’s work are presented.

The design of this study has inevitably involved some strategic decisions on
scope. First, since 1714 traditionally marks the end of the Restoration period (the death
of Queen Anne and the accession of George), and since it coincides with the beginning
of the influence of the new wave of composers such as Francesco Geminiani and
Antonio Vivaldi, it was chosen as the end point of the study. Secondly, all works titled
‘sonata’ are explored. Although some of its features ate included in every definition, the
sonata was defined variously in many music dictionaties; the definition of ‘sonata’ has
always varied according to the different regions where it was found and the composers
who used the tetm. Many Baroque titles for instrumental music are not reliable guides
to the form of the contents, so whether the music was untitled or titled the vatious
designations were generally not considered by the study. Multi-sectional works not called

sonata which contain sections contrasting in tempo and metre are included unless they

are combined i1nto dance suites.
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Thirdly, the catalogue is limited to trios in a due, and a tre. In Italy the two-
treble scoring (two violins and bass) was the characteristic grouping for the trio texture.
The works considered by the study are mostly Italian trio sonatas, and the English ones
influenced by them: two violins and continuo, two violins, bass, and continuo and violin
and bass and continuo. Sonatas for two bass viols and continuo are excluded since they
are a different category which deserves to be discussed separately. The multi-voice
sonatas are excluded because few of them circulated in England, and thus did not
receive much attention in English music; nor is the solo sonata discussed since it does
not seem to have attracted many English composers active during the Restoration
period. The populanty of the solo sonata was a rather later phenomenon; it seems to

have become popular after Geminiani’s op. 1 (1716) was published, and so can be

considered as consisting a separate category.

Fourthly, sonatas of German-speaking areas of Europe and the Netherlands
ate included. Towatrds the latter part of the century some German as well as
Netherlandish composets were active at the English court as well as outside it. Sonatas
from those tegions seem to have won considerable populatity, so they are often found in
many English sources; they are mainly for violin, bass viol and basso continuo. Another

reason for the inclusion of German sonatas is that, in the case of anonymous works, it

is not always easy to decide whether they were written by Italian or German hands.
Lastly, sonatas written for wind instruments in which recotdets or trumpets are

employed as treble insttuments instead of violins are discussed; these sonatas were

influenced by Finget’s sonatas for the same instrumentation; for example, for trumpet,

oboe and continuo in manuscript sources or those written in response to the sudden

popularity of the recorder among English amateurs.

Musical examples have been transcribed from the sources rather than taken

from critical editions; obvious errors have been corrected without notice.
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Part I:

The Trio Sonata in Restoration

England (1660-1714)



Chapter 1: Context

We have little knowledge of the Italian new instrumental genre, the sonata, before the

Restoration period in England though Italian vocal music, especially church music, was

already circulating before then. However, the only evidence of the sonata before 1660 s
found in the London bookseller Robert Martin’s catalogue of the 1630s. Martin
imported and supplied foreign books, chiefly Venetian music publications, to England,
and published six catalogues between 1630 and 1650." As eatly as 1633 he was
advertising sonatas by Dario Castello: Sonate concertate. . libro primo (Venice, 1629)°, which
contained two types of trio sonatas: violin, bass, and continuo (nos.7-8), and two violins,
bass and continuo (nos. 9-12), and Biagio Marini’s op. 8 (1626), a vast collection which
included seventeen sonatas, among them twelve for trio combinations;® Marini’s
collection appeared three times (1633, 1635, and 1639) in Martin’s catalogues.*

The Italian sonata was composed ptimarily for small ensemble: the most

common and favoured scoting was the trio — two trebles and bass. The two-treble (SS)
scoring was not new in England — two treble parts crossing was known in Elizabethan
consort music. Later it occurs in three- and four-part Jacobean fantasias, and in

. . . 3 . .
Coprario’s fantasia suites.” The six-part vocal consort and the instrumental consort

music of the sixteenth century, for example, the six-part fantasias by William Byrd

(1540-1623), have SS (two trebles) scoring in which crossing and dialogue occur between
the two treble parts. The contrapuntal five-part consort music ‘De la court’, and six-part

“The song called trumpet’ by Robert Parsons in which trumpet sounds are imitated, have

1 According to J. Wainwrnight in his Musical Patronage in Seventeenth-Century England (Aldershot, 1977), 28-30,
Robert Martin originally worked as ‘journeyman’ to the London bookseller Henry Fetherstone of St
Anne’s Parish, Blackfnars, and eventually went into his own business; he probably died soon after the
issue of his last catalogue in 1650.

2 D, W Krummel, ‘Venettan Baroque Music in a London Bookshop’, Music and Bibkography, ed. O.
Neighbour (London, 1980), 11

3 W. Apel, Itakian Violin Music of the Seventeenth Century (Bloomington & Indianapolis, 1990), 51-6.
¢ Krummel (1980), 18.

5 P. Holman, Four and Twenty Fiddlers (Oxford, 1993, 2/1995), 253.



two upper patts, which continually exchange short motives, and voice crossing.’

Elizabethan court music consisted of complete sets for a single type of instrument such
as ‘string consort’.” The mixed or broken consort was developed and taken up by Italian
music circles, but was absent in the Elizabethan court groups. The only established
mixed consort of soft instruments in England during the sixteenth century was the six-
man group, also known as the broken consort, the English consort or the consort of six,
usually consisting of treble viol or violin, tenor flute or recordet, bass viol, lute, cittern
and bandora.” From the mid-sixteenth century ‘consort’ came to be commonly used to
mean a mixed ensemble, and specifically, to mean the six-man mixed consort outside the
court.” Accordingly, it is not surprising that by the end of the century the mixed
consort was widespread enough for its repertoire to be published: The First Booke of
Consort Lessons, Made by Divers Exquisite Authors, for Sixe Instruments to Play Together
(London, 1599, 2/1611) by Thomas Motley, and the last purely instrumental mixed
consort collection, Lessons for Consort, Made by Sundry Excellent Authors, and Set to Sixe
Severall Instruments (London, 1609) by Philip Rosseter. The six-patt texture is essentially
three-part music: three melody instruments for a top treble, three plucked instruments
as another treble with the accompaniment.

How did the three-part (ie. two trebles and bass; SSB) texture originate in

England? The eatliest evidence of this trio scoring is not found until the thtee- and

four-parts fantasias by Thomas Lupo (?1571-?1627) and Orlando Gibbons (1583-1625).

The eatliest two trebles and bass music may have been Thomas Lupo’s three-part

fantasias (Charteris nos. 17-25)." In the consort pieces of Lupo and Gibbons, three-

6 Elizabethan Consort Music 1: MB, 44, ed. P. Doe (London, 1979), 56-61, 136-7.
7 Holman (2/1995), 121-2.

8 Ibid., 131-2.

9 Ibid., 132.

10 T. Lupo, The Two-and Three-Part Consort Music, ed. R. Charteris (Kilkenny, 1988).



part writing began to polarize towards SSB."" It seems that Lupo’s fantasias blurred the
distinction between contrapuntal fantasia and dance music which separates the two
genres: his fantasias have such strong dance-like features as repeated sections, triple time
and division into distinct sections, so can hardly be called fantasias.’® Orlando
Gibbons’s Fantasies of Three Parts, containing nine fantasias — ‘Cut in Copper, the like not
heretofore extant’ (title page) — were printed in about 1620.” Five pieces have the ttio
scoring of two trebles and bass (nos. 5-9); the style of these five fantasias 1s similar to
that of the trio sonata, and the structure has sectional form with full cadences 1n all
parts.* Thurston Dart suggests violins as treble instruments for Gibbon’s fantasias
because of an analogy to Coprario’s scoting of fantasia suites for two violins, bass viol
and organ; ;:hough Gibbons did not specify continuo, it seems that manuscript scores
may have been used for accompaniment by an organist.”” Peter Holman, however,

argues that ‘it is their dance-like character that makes them suitable for violins rather

than the two-treble scoring’.’® The same point can be applied to Thomas Lupo’s three-

part fantasias for two trebles with a bass.

Both Gibbons and Lupo belonged to the household musicians of Prince
Charles (later Chatles I) as did their colleagues, Alfonso Ferrabosco and John Copratio.
Among Prince Chatles’s household was a mixed ensemble of violins, viols and organ,

known as ‘Coperatios Musique’, which invented or developed most of the new genres

and scorings of Jacobean consort music; it was especially renowned for its string-

consort music such as fantasias and fantasia suites, and fantasias with violins were

11 C, Hogwood, The Trio Sonata (London, 1979), 81.
12 Thid.

13 Q. Gibbons, Consort Music. MB, 48, ed. J. Harper (London, 1982); Holman (1993), 218-9; D, Pinto,
‘Gibbons in the Bedchamber’, Jobn Jenkins and his Time, ed. A. Ashbee and P. Holman (Oxford, 1996), 90-
109.

14 T. Dart, “The Printed Fantastes of Orlando Gibbons’, ML, 37 (1956), 344.

15 Ibid., 345-8.

16 Holman (2/1995), 221.



ptobably first heard in this ensemble."” ‘Coperarios Musique’ seems to have been
associated with Coprario from 1622, and developed with the support of Prince Chatrles’s
personal interest and patticipation.”” Under Charles’s patronage music floutished more
than any other art except perhaps painting, and, ‘being a virtuous prince’, Chatles
himself actively joined in performances, as John Playford describes in the preface of his
Introduction to the Skill of Musick (1664, 1683): ‘For Instrumental Musick none pleased
him [Charles] like those Fantazies for one Violin and Basse Viol, to the Organ,
Composed by Mr. Copratio’; and again: ‘Chatles I...could play his part exactly well on
the Bass-Viol, especially of those Incomparable Fancies of Mr. Coprario to the
Organ’.”” It seems that Coprario’s group included at least two violinists, one of whom
was John Woodington. Woodington was paid ‘for a new sett of bookes for Cooperatios
Musique, by his Ma(jes)t(ie)s speciall Comand’ and the same year he was paid “for 2
whole sett of Musicke Bookes by him p(to)vided & prickt w(i)th all Coperaries &
Orlando Gibbons theire Musique, by his Ma(es)t(ie)s speciall Command’.® Though
Woodington’s ‘new sett of bookes’ does not seem to have sutvived, the collection
divided between Och, Mus. MSS 732-5 (string parts) and Lbl, R. M. 24.K 3 (organ patt)
may have been copied from it: the collection was bound with the atms of Chatles I, and

has Woodingtons name on the original covers.” It contains most of the sutviving

music by Copratio and Gibbons for mixed groups of violins, viols and organ.”

The violin was mostly connected with dance music in England until the 1620s.”

The first attempts to use violins for contrapuntal music were presumably made by

17 Tbid., 212-3.

18 Tbid., 213.

19 R. Chartens, Jobn Coprario: a Thematic Catalogue of his Music, with a Biographical Introduction (New York,
1977), 32-3; Holman (2/1995), 213.

20 Holman (2/1995), 214.

2t Tbid., 215.

22 Thid.

23 Thid., 217.



Gibbons and Lupo?* Gibbons, Lupo and Copratio seem to have initiated writing for

violins in their fantasias introducing dance-like features into conventional contrapuntal

music, and Copratio was the first composer who formally associated fantasias with

dance-like elements. However Gibbons, Lupo and Copratio introduced dance-like
features into fantasias in different ways: Gibbons and Lupo achieved it by applying
dance-like materials to fantasias while Copratio added two dances to develop a new

form, that is the ‘fantasia suite’, in the 1620s. Roger North (1651-1734), the son of the

fourth Lord North of Kirtling, music historian and amateur musician, described this

gente as follows:*

During this flourishing time, it became usuall to compose for instruments in setts; that
is, After a fantazia, [came] an aiery lesson of two straines, and a tripla by way of
Galliard, which was stately, Courant, or otherwise... These setts altogether very much

resembled the designe of our sonnata musick being all consistent in the same key.

The ‘fantasia suite’ is the most closely related genre to the ttio sonata. The term
‘fantasia suite’ 1s not a contemporary term, but 2 modern one adopted to describe the
seventeenth-century English genre.®® There are two distinctive features of this hybrid
gente. One is the three-movement plan of fantasia, alman and galliard with its close, in
which the scoring is usually for one or two violins and bass viol to the organ?’ Another
is that they have independent and fully written-out organ parts. No autographs of
Coprario’s fantasia suites survive. It is, accordingly, not clear whether or not Copratio

wrote the organ parts himself. It is suggested that the organ parts Jenkins copied out in

24 Thid., 222.
25 Wilson (1959), 295.

26 C.D. S. Field, ‘Fantasia-Suite’, New Grove.
21 Tbud.



Add. MS 23779 for Copratio’s fantasia suites for two violins, bass viol and organ were
of his own composition.® It is possible that Copratio was only responsible for the
three-part stave scores for his fantasia suites, and the two-stave organ parts were devised
by others for their own use.”” Coprario’s fantasia suites are among the earliest English

contrapuntal chamber works to specify violins. The original sources label them as
follows: ‘Mt Coperatio, with the vial and violin to the organ’, ‘For the Organ base viol
and violin’, ‘Mt Coperarios Fancys for 2 Violing’, ‘2 treble viollins the basse viol, & the
Orgar’, and ‘the Songes for 2 viollins’, and ‘For two Treble violins one Base viol & the
Organ’.” The scoting of two violins, bass and keyboard instrument tesembles the
modern Italian trio setting, Thurston Dart argues that Copratio’s fantasia suites are ‘trio-
sonatas in all but name’”" It is not, however, proper to say that they are the same as
Italian sonatas since they ate not derived from the Italian form and style at all.

After the death of four of the main composets of Prince Charles’s household,
Ortlando Gibbons (d. 1625) John Coprario (d. 1626), Thomas Lupo (d. 1627) and
Alfonso Ferrabosco (d. 1628), the emphasis in the court consort repertory changed
from fantasias and fantasia suites to a lighter genre based on dance music*? It is not
known how the trio scoring (SSB) was developed for English dance music at court, but
it may have been related ro the atrival of Maurice Webster (?1600- ?1635) in 1623.
Webster, a second-generation expattiate returnee from Germany, seems to have
associated with Thomas Simpson in Biickenburg, He may have introduced the trio

scoring to composets at the English court such as Charles Coleman and William

Lawes.” According to Holman, ‘Coleman and his court colleagues were the first

2 C.D.S. Field, Jobn Coprario: Fantasia-Suites, ed. R. Charteris (London, 1966), ML, 66 (1985), 65-7.

2 P. Holman, ‘Evenly, Softly, and Sweetly Acchording to All': The Organ Accompaniment of English
Consort Music’, John Jenkins and bis Time, eds. A, Ashbee & P. Holman (Oxford, 1996), 373.

% ]. Coprario, Fantasia Suites. MB, 46, ed. R. Charteris, (London, 1980), xix; P. Holman (2/1995), 215.
3 T. Datt, Jacobean Consort Music’, PRMA, 81 (1954-55), 69.

32 Holman (2/1995), 251; Charles Coleman, The Four-Part Aires, ed. D. Pinto (London, 1998).
» P. Holman, "Webster, Maurice’, New Grove, Holman (2/1995), 169-71.



English composers to write dance music in the SSB or SSTB layout, and their models
apparently came not from English consort music (or from the Italian trio sonata), but
from the repertoire of a small north German court, as represented by Thomas

Simpson’s last anthology of consort music, Taffel-Consort (Hamburg, 1621)’.>* Webster

contributed four pieces to Taffel-Consort, his music shows the close connection between
Taffel-Consort and Coleman and his circle.® The Anglo-German consort repertoire,”
such as Simpson’s Taffe/-Consort, which mainly contains English dance music (especially
pavans) often has the SS scoring, In a typical Anglo-German collection of five-part
dance music (pavan, galliards, and almans), Lachrimae (1604), John Dowland adopted
two-treble (SS) scoring for a single galliard, according to Holman, ‘to form a second
soprano that continually crosses, echoes, and exchanges materials with the cantus.”’
Webstet’s ten consort pieces in English sources (Och, Mus MSS 367-70 and 379-81) ate
in a similar style: among them the three alman-like pieces entitled ‘An Eccho’ (Och. Mus
MSS 379-81, nos. 33-35) use the ‘trio’ layout with a dialogue between the two upper
parts.” Chatles Colemén (d. 1664) was a member of Prince Chatles’s household at
Richmond duning its early stage in the 1630s. The main source of his instrumental
music comes from the library of John Browne (1608-91), a Northamptonshire

landowner and Cletk of the Parliaments 1638-49, now preserved at Christ Church (Och,

Mus. MSS 367-70 and 379-81). The music found in MSS 379-81 has the ‘trio sonata’

layout of two equal soprano parts and bass; a tenor patt is added in MSS 367-70 pieces,

but it acts mainly as filler, so can easily be omitted.” A later set of three-patt dances

34 Tbhid., 253.
3 Ibid., 256.

% The Anglo-German repertoire refers to the pieces composed or published by English expatriates such

as Peter Phillips, Thomas Simpson and William Brade who were active in Germany; it reflects the English
practice, and was intended for the string consort.

37 Holman (2/1995), 257.
38 Thid.
% Tbid., 253.



(Och, Mus MSS 353-6) acquired by John Browne is also in the ‘trio sonata’ scoting.®
Both Coleman and Webster may have contributed to the new repertoire at coutt by
reducing existing five-part music to three or four parts, and by focusing the ensemble
with two violinists.’ The five-part dance music reduced to three-part can be found in
the three-part book collection, US-NH, Filmer MS 2; this collection has the figured bass
part presumably replacing the deleted inner parts; two dances of US-NH, Filmer MS 2
are known as five-part pieces (Anthony Holborne’s “The Cradle’ pavan, no.2 and James
Harding’s galliard).*

The writing of SSB dance music was continued by William Lawes (1602-1645),
who also developed the fantasia suite for Chatles I’s Private Musick. He was a pupil of
Coptrario, and joined the Royal Music in 1635. Lawes left eight fantasia suites for ‘One
Violin, the Basse Viole and Organ’, and another eight for “Two Violins, One Basse Viol
and Organ’ (Ob, MSS Mus. Sch. D. 238 and 239).* Lawes followed Coprario’s model
for his fantasia suites, using the same scorings and same three-movement scheme,

retaining the sequence of fantasia-alman-galliard.* He also adopted his teacher’s

tendency to group the fantasia suites in pairs, using an ascending order of keys for each
set; g-G-a-C-d-D.** Lawes also provided fully written-out organ parts, though because

of their unusually thick texture, it is uncertain whether they were played exactly as

written. “ Lawes is the first composer who is known to have written proper

independent organ patrts. As the headings of manuscripts (Ob, MSS Mus. Sch. D. 238
and 239) show, Lawes, like Coprario, intended the treble insttuments to be violins. He

was the first composer to introduce rapid passage-wotk to the English violin repertoire,

¥ D. Pinto, For.ye Viiolls: the Consort and Dance Music of William Lawes (Richmond, 1995), 50
41 Thid.

2 Holman (2/1995), 145-8.

43 W, Lawes, Fantasia- Suites. MB, 60, ed. D. Pinto (London, 1991).
44 Holman (2/1995), 264.

45 Thid., 264-65.

46 P. Holman, ‘Evenly, Softly, and Sweetly Acchording to All': The Organ Accompaniment of English
Consort Music’, Jobn Jenkins and His Time, A. Ashbee and P. Holman (Oxford, 1996), 374-7.



which had been largely associated with simple dance music before him.*” Based on
Coprario’s fantasia suites, Lawes reinforced dance-like elements in his fantasia suites. He
also preferred working on a larger scale with a bolder treatment of harmony, including

mote use of chromaticism, and unprepated dissonances. Murray Lefkowitz, in his book

William Lawes, and in his Musica Britannica edition has used the term ‘sonata’ to

describe Lawes’s fantasia suites.®

Another composer who contributed significantly to the fantasia suite was John
Jenkins (1592-1678). Jenkins also used the same order of movements as Coprario and
Lawes though in his later suites, he preferred the corant to the ‘ayre’ or galliard as the
third movement. He left ten fantasia suites for two trebles, bass, and organ,” which

can be dated to the 1630s or 1640s, and all of which have written-out organ parts.”
Jenkins’s fifteen fantasia-air sets for two trebles, bass and organ are similar in style to the
eight fantasia suites for two trebles, two basses, and organ, which are their companions
(Lbl, Add. MSS 27550-4), and were composed after 1660 when Jenkins was briefly a
member of the Private Musick of Charles II.°> Unlike Copratio and Lawes, Jenkins
consistently used the ambiguous designation ‘treble’ rather than the viol or violin in
primary sources,” probably because Jenkins was, according to North, ‘an accomplisht
master of the viol’, and only tried to ‘compass the Violin in his old age’”* Jenkins
mainly lived in the countryside, where consorts were ‘usually all viols to the organ or

harpsichord’, for ‘the violin came in late and impetfectly’.”> Among Jenkins’s patrons

#1 Holman (2/1995), 263,

4 M. Lefkowitz, William Lawes (London, 1960), 106-25; these fantasia suites cannot be called ‘sonatas’

because this title was never used in the sources. Lawes’s fantasia suites followed traditional English

chamber music as his written-out organ parts show; and do not seem to have been influenced by Italian
sonatas.

499 A, Ashbee, ‘Jenkins, John’, New Grove.
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st Holman (1996), 380-81.
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4 1. Wilson, Rager North on Music (London, 1939), 298, 345.
% Ibid., 10-11.



were the Dertham family of West Detham [Dereham], Notfolk, and the L’Estrange

family at Hunstanton; between 1660 and 1668 Jenkins resided with the North family at

Kirtling, Cambridgeshire as a household musician.™

Jenkins was probably the first composer to develop division technique in the
fantasia suites for the treble viol.>’ The organ parts of Jenkins’s fantasia suites show 2
transitional stage from written-out patts to continuo patts; his eatly fantasia suites
mentioned above have written-out parts with organ solos, which are thin and sketchy,
while two suites for treble, bass and organ, written probably in the 1640s (e.g. GB-Dre,
MS Mus. D2), survive only with continuo parts.®® It seems that Jenkins abandoned
written-out otgan patts in the 1650s.” In his late fantasia-air sets for two trebles and
bass, accordingly, the organ part is a sparsely figured continuo line rather than a written-
out one, and the treble parts are more suited to violins than treble viols.” Both Chatles
Burney and John Hawkins mention that Jenkins composed a set of twelve trio sonatas,
‘Twelve Sonatas for two violins, bass with thorough-bass’, ‘in favour of the Italian
style...printed at London ¢. 1660 and at Amsterdam in 1664".*" However, Rudi Rasch

has argued that Jenkins’s collection was derived from Playford’s Courtly Masquing Ayres

(1662), which ate cleatly dance suites not sonatas.** This collection seems to be lost.

During the Civil War and Commonwealth period domestic music was not much

affected by the disruptive political circumstances, as Roger North obsetves:®

During the troubles; and when most other good arts languished Musick held up her

56 A, Ashbee, ‘Jenkins, John’, New Grove,
57 Holman (2/1995), 217.

58 John Jenkins: Two Fantasia-Suites for Treble Viol (Viokin), Bass Viiol & Organ, ed. A. Ashbee (Albany, Calif.,
1991); Holman (1996), 377-81.
% Tbid., 382.

60 Thid.
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General History of the Science and Practice of Music (London, 1776; New York, tepr. 1853 and 1963), ii. 584.

62 R. Rasch, ‘Seventeenth Century Dutch Editions of English Instrumental Music’, ML, 53 (1972), 270-3.
63 J. Wilson, Rager North on Music (London, 1959), 294,
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head, not at Coutrt nor (in the cant of those times) profane Theatres, but in private

society, for many chose to fidle at home, than to goe out, and be knockt on the head

abroad...

Fantasia suites seem to have continued to enjoy populatity among musical circles in the
capital, since it was reported that Christopher Gibbons petformed pieces which seem to

have been fantasias or fantasia suites by him with the violinist Davis Mell on 25 March

1652:%

When we [Lodewijck Huygens and his companions)] entered they were performing a
concert [i.e. mixed ensemble] for organ, which [Christopher] Gibbons played, bass viol

and two violins, one of which was played by the master of the house [Davis Mell],

who performed admirably well.

Christopher Gibbons left four fantasia suites among the works for two violins, bass

viol and organ.” It was, however, only his coming to London during the 1650s that

caused him to write fantasias or fantasia suites. John Hingeston (¢ 1606-1677) was
the ‘Master of the Music’ at Cromwell’s Whitehall court, and later became a
member of Charles II’s Private Musick.”® Fifteen fantasia suites for one and two
violins and bass viol with organ are found in Hingeston’s autograph parts among
other combinations (Ob, MSS Mus. Sch. D. 205-11and E. 382).5" His fantasia suites

with trio scoring have some elements of the Italian trio sonata such as dynamic and

64+ A. G. H Bachrach & R. G. Collmer (eds.), Lodewijck Huygens: The English Journal 1651-1652 (Leiden and
London, 1982), 105; Holman (2/1995), 266.

65 G. Dodd, The Viola da Gamba Society of Great Britain Thematic Index of Music for Viols (London, 1980-89),
‘Christopher Gibbons’, nos. 13-41,

66 L, Hulse, John Hingestor’, Chelys, 12 (1983), 28-9.

67 1bid., 33; John Hingeston: Fantasia Suites for Two Viokns, Bass Viiol, Organ, ed. R. Chartenis (Albany, Calif,,
1996).
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tempo indications and concertante writing.” He also wrote fantasia suites for the

unusual combination of one and two cornetts, sackbut, and organ.” The most
active music making during the Commonwealth occurred in Oxford, whete the
court repertoire, such as fantasias and fantasia suites was regulatly performed at
musical meetings. I will cover musical activities in Oxford later in this chapter.

After Chatles II’s return to the court in May 1660 he began to re-establish the
court music as it had been before the Civil War. The same five groups that had served
Chatles I were re-established: the ‘Private musick for lutes viols and voices’, the ‘Wind

Musick’, the trumpeters, the ‘Drummets and Fifes’ and the violin band.” At the

beginning of the Restoration period the new royal music was based on the old one. The
major part of the royal music, the ‘Private Musick’, vatiously called ‘the Consort’, the
‘Lutes, Viols and Voices’, or simply ‘Lutes and Voices’, was given a new name, ‘the
Broken Consort’.” The Broken Consort, 2 mixed ensemble which included violinists,
may initially have played the pte-war repertoire of the coutt music until new music
became available.” The scores of Coprario’s and William Lawes’ two-violin fantasia
suites along with Gibbons’s three-part ‘double bass’ fantasias, copied by the early-
Restoration scribe ‘LA, identified as John Atkins or (Atkinson), a member of the
Twenty-four Violins from midsummer 1660, exist in the Bibliothéque Nationale, Paris
(F-Pn, MS Rés. E. 770), and in the Sibley Library, Eastman School of Music, Rochester
(US-R, MS Vault fMLI6.L814c).” These manuscripts show that fantasia suites of the
1620s and 1630s were still circulating among Restoration musicians. The first musician
to write for the Broken Consort was probably Matthew Locke (b.1621-3-d.1677), who

was sworn in 1660 as ‘composer in the private musick in the place of Copratio

6 Tbid., 35-6.

6 Holman (2/1995), 267.
70 Thid., 282.

1 Tbid,, 226, 275.

12 Ibid., 275

73 Thid.
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(deceased)’ on 23 June 1660.”* Locke changed the order of movements of the fantasia
suites established by Coprario and Lawes, though he was influenced by them in the
designing of his consorts.” Locke’s collection entitled “The Broken Consort’ (1661),
which was probably written for the Broken Consott and follows the fantasia suite
tradition in terms of scoring and layout of movements, can be found in F-Pn, MS Rés. F.
770, fos. 63v-76v, and US-R, MS Vault fML96.L.814.” ‘The Broken Consort’ was
written probably for the gtoup. Locke was probably the last composer who wrote
fantasia suites.

Thomas Baltzar (?1631-1663), a German violinist and composer, was renowned
as a virtuosic violinist. He left no solo violin music but did compose suites, including
three works for two violins and continuo and one for three violins and continuo.
Baltzar’s appointment as a court musician was significant not only because his post was
one of the highest salaried but also because it was created as a new place which
increased the number of the violinists in the Private Musick from two to three; this
change led to the composition of pieces for three violins and continuo, a scoring which
had probably not been employed in England before.” Baltzar’s suite in C majot for
three violins and continuo inspited a number of imitations including Jenkins’s ten
fantasia suites for three violins, bass viol and continuo.”” Accotding to North, Jenkins,

who was also a member of the Private Musick, was so inspired by Baltzar’s playing that

he took up the violin: ‘trying to Compass ye violin in his old Age, wch he did so far as to
petforme his part, but how well handed, any one may conceive’.” It is likely that

Jenkins’s ten fantasia suites for three trebles, bass and continuo (GB-Lbl, Add. MS

4 Tbid., 276.

5 C.D.S. Field, ‘Matthew Locke and the Consort Suite’, ML, 51 (1970), 15-6.
76 Holman (2/1995), 275-6.
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31423, fos. 76r-122v), intended for three violins and continuo, were written for the
Broken Consort at court in the eatly 1660s after Baltzat’s place created a third violinist
in the ensemble.” After Baltzar’s early death in 1663 his place was allocated to the violin
band, the Twenty-four Violins, not to other membetrs of the Private Musick; Baltzar’s

death and the king’s musical taste boded ill for English consort music, and led effectively
to the demise of the Broken Consort by the end of Charles ITs reign.” Furthermote,
once the violin band started to get access to the King’s Privy Chamber, which had
hitherto only been allowed to the members of the Private Musick, it was inevitable that
the main repertoire of the Broken Consott, ‘fancy-music’, also lost favour.*

Roger North recalled that ‘during the greatest part of that King’s reigne
[Charles II], the old musick [i.e. probably string consotts] was used in the countrys, and
in many meetings and societys in London’,” indicating that fantasia suites were not only
played at coutt but also were performed at meetings in London and homes in the
provinces. They were also copied by musicians outside the court. GB-Lbl, Add. MSS
31423 and 31435, copied by one of the North family members, include sections of
English fantasias and airs: MS 31423 contains fantasias by Ferrabosco and Richard Mico
and fantasia suites by Jenkins, while MS 31435 includes fantasias by Locke and

Christopher Gibbons. The bulk of the manuscripts, seventeen sets of part-books, also

copied by 2 member of the North family, were acquited by Edward Lowe (1610-1682),
Professor of Music at Oxford, in 1667 for the Oxford Music School: they mainly
contain the consott music of Jenkins, who worked in the North household from 1660

to 1666, along with the pre-war repertoire such as the three-part fantasias of Orlando

Gibbons, and fantasia suites by Copratio and Lawes.* The Sibley Library manuscript,

80 P. Holman, ‘Suites by Jenkins Rediscovered’, EM, 6 (1978), 25-35; Holman (2/1995), 276-80.
8t Holman (2/1995), 281.

82 Thid.
8 Wilson (1959), 351.
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Vault fML.96.1.814f, contains Coprario’s eight fantasia suites for two violins, bass viol
and organ, copied by Stephen Bing and George Jeffreys around 1660; both copyists
wotked for Christopher, first Baron Hatton III (1605-1670).” GB-Ob, MS Sch. Mus.
C.102, which contains four fantasia suites (‘Dt [Christopher] Gibbons 3 part Fancies’)
was copied around the eatly 1660s for the Music School by Lowe. Fantasia suites were
also copied for use at private music meetings in Restoration Oxford. The meetings
organized by Narcissus Marsh (1638-1713) from 1666 onwatds seem to have performed
such consort music, as many manusctipts collected by him show. Archbishop Matsh’s
Library, founded by Marsh, who was Archbishop of Armagh, contains music books and
manusctipts, including seventeenth-century manusctipts of instrumental consott music
for a variety of parts (i.e. from three to six parts): mostly fantasias by eatly seventeenth-
century composers such as Alfonso Ferrabosco II, Lupo, Coprario, Jenkins and
Christopher Gibbons.” The manuscripts copied around or after 1660 show that ‘old’
consort music such as fantasias and fantasia suites were still in circulation after the
Restoration.

Chatles II's musical taste was tesponsible for the decline and fall of
contrapuntal music at court. According to North, ‘Chatles II had an utter detestation of

fancys’, and ‘could not forbear whetting his witt upon the subject of the fancy-musick’.”’

‘He could not bear any music to which he could not keep the time, and that he
constantly did to all that was presented to him’, and he also liked the “step tripla’, the
triple-time dance music.” The King’s limited musical taste ensured the downfall of the
English ‘old fancys’ such as the fantasia suites by Matthew Locke and John Jenkins

played by the Broken Consort. As a result the court contrapuntal music was replaced by

‘Autograph Music by John Jenkins’, ML, 48 (1967), 124-26; Holman (2/1995), 270-2.
85 J. Wainwnght, Musical Patronage in Seventeenth-Century England (Aldesshot, 1997), 151.

8 R. Charters, ‘Consort Music Manuscripts in Archbishop Marsh’s Library, Dublin’, RMARC, 13 (1976),
27-63.

87 Wilson (1959), 350.
8 Ibid., 299-300, 350.
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French-style dance music, which was light and less demanding in character, and which

could satisfy Chatles IIs taste — that is, the music he could beat time to it.”” Chatles II’s
musical preferences also made the violin band, now called Twenty-four Violins, the

most important music group at court. North remembered that ‘upon the Restauration

of King Chatles, the old way of consorts were layed aside at Court, and the King made
an establishment, after a French model, of 24 violins, and the style of musick was
accordingly’.” He added that ‘after the manner of France, he [Chatles II] set up a band
of 24 violins to play at his dinners, which disbanded all the old English musick at
once’.” This was again referred to by Anthony 2 Wood (1632-1695), the antiquary and
amateur musician: ‘the King, accotding to the French mode would have 24 violins
playing before him, while he was at meales’” It seems that one of the main roles of the
Twenty-four Violins at coutt was to provide Tafe/musik while the King dined.” Notth
implied that the Twenty-four Violins was an imitation of the French Vingt-quatre
violons, but the violin band was not a new concept in England since it was based on the
fifteen places of the pre-war group, to which was added more new appointments to
make up the number twenty-four.”® The establishment of the string consort at coutt
went back to 1540, when six Italian string-players artived in England, and the group is

always described as ‘violins’ after 1558.”

As North wrote, Chatles II ‘had lived some considerable time abroad, where
the French musick was in request’.”® The King’s familiarity with French music and

culture brought inevitable changes, clearly shown in ‘the Collection of Musick A-la-Mode’,

89 Ibid.
90 Ibid., 349.
9t Ibid., 300.

92 ]. D. Shute, ‘Anthony a Wood and his Manuscript Wood D 19 (4) at the Bodleian Library, Oxford’, PhD

thesis (International Institute of Advanced Studies, Clayton, Mo., 1979), it. 99.
93 Holman (2/1995), 307.

% Tbid., 282-5.
95 Holman (2/1995), 78-104.
% Wilson (1959), 299.
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Iripla Concordza, published in 1677 by the London publisher John Carr, which contains
mainly French-style airs and dances, apart from two fantasias by Matthew Locke. A great
deal of formal and informal dancing at court must have been required by the King or
Queen accompanied by the Twenty-four Violins.”” What the Twenty-four Violins played
at court is shown by the music written for the group, and one type of music particularly
connected with the court and the Twenty-Four violins was the contemporary French
dance, the branle.® The suites of branles in English sources show that they include
many 2 3 (SSB) ot a4 4 (SSTB or STTB) types by John Banister and Locke, the two most
prominent composers active in the Twenty-four Violins in the 1660s and 1670s.” The
dances in Locke’s “The Rare Theattical’ also suggest that the repertoire was played by
the Twenty-four Violins, and was intended for the Italianate ‘string quartet’ scoting

(SSTB or S'ITB).m GB-Och, Mus. MS 1066 also contains court orchestral music

including Locke’s suites from ‘The Rare Theatrical’ and suites by other composers such
as Lully, and almost all of them must have been in four parts since some of them are
labelled ‘A:4’ at several points; the rest of the manuscript consists largely of trios for
two violins and bass composed by the French keyboard-player Jean la Volée which are
also found in GB-Lbl, Add. MS 31424 and B-Bc, MS Litt. X¥24.910.'"" Thete ate also
the pieces for thtee-part music written for two violins in GB-Och, Mus. MS 1183. The

Catalan violinist and composer Luis Grabu, sworn in as the Master of the Music in 1666,

wrote many French-style suites for his stage works. A Collection of Several Simphonies and
Airs for Viiolins, Flutes and Hoe-boys, published anonymously in 1688, contains suites for

two trebles and bass, and seems to be Grabu’s work.'? Grabu was still composing 3 3

97 Holman (2/1995), 311-2
% Ibid., 312-4
9 Ibid., 314-5.

100 Thid., 314-6.
101 Thid., 319.

102 P, Holman, ‘Grabu, Luis’, New Grove.,
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or 2 4 French-style theatre suites in the 1690s.!” The French influence on chamber

music seems to have lost its impact around 1680, though in the theatre especially in

theatre suites it lasted much longer.

According to North ‘there was 2 circumstances which concurred to convert the
English Musick intitely over from the French to the Italian taste’; ‘one was the
coming over of old Nicholai Matteis’, and the other was ‘the numetous traine of yong
travelers. .. [who] went over into Itally... [and] they went out with a favour detived from
old Nicola, [and] they came home confirmed in the love of the Itallian manner’.'”
Nicola Matteis (?- around 1690?), Italian violinist and composet, seems to have arrived
in England around 1670." In 1676 he published his first two collections of yrs for
violin and bass, and in 1685 the first two books were published together with the thitd
and fourth."” In 1703 Walsh published another edition of the 1676 collection with a
second violin part, which had never been published before, so he claimed that the
collection was now complete.'” The second violin part for books three and four had
been published in 1687; the publication of the second part can be ‘an eatly indication of
the new English taste for the trio sonata combination’,'” though Matteis’s optional

second violin is not a necessary part but a subsidiary one.'" They belong to the

tradition of thtee-part dance suites, but not trio sonatas, in which the second violin

takes as important a role as the first violin.

Though dance suites and theatre suites for trio scoting such as C major (1703)

103 For the catalogue of theatre suites see C. A. Price, Music in the Restoration Theatre Music (Ann Arbor,
1979).

104 Wilson (1959), 307.
105 Thid., 307, 310.

%6 For Matteis’s life, see especially S, Jones’s “The Legacy of the ‘Stupendious’ Nicola Matteis’, EM, 29
(2001), 553-69

107 P, Walls, “The Influence of the Italian Violin School in Seventeenth century England’, EM, 18 (1990),
578.

108 M. Tilmouth, ‘Nicola Matteis’, MO, 46 (1960), 33.

199 C. Hogwood, The¢ Trio Sonata (London, 1979), 79-80.
10 Walls (1990), 581.
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and D minor suites by John Weldon,"! and airs from plays by William Croft continued

to be wtitten until around 1700, many Restoration composets increasingly turned their

interest to the sonata.

Defining the sonata

In the eatly seventeenth century the term ‘sonata’ was used generically to denote
instrumental pieces, just as ‘cantata’ designated vocal works and ‘toccata’ designated
keyboard works. The word ‘sonata’ tended to indicate pieces which were experimental.
They often did not conform to existing genres such as the canzona, or the fantasia, ot
dance music. Nevertheless in many instrumental collections, the early ‘sonata’ was used
interchangeably with other term such as ‘canzona’, ‘sinfonia’, ‘fantasia’, ‘capriccio’, and
‘partite’, the Italian terms for variations and suites. Moreover the definition of ‘sonata’
has always varied depending on different regions, composers, and collections or even
from part-book to part-book. It is difficult, if not impossible, to work out a consistent
distinction between ‘sonata’ and those other terms. One of the stylistic differences
between ‘canzona’ and ‘sonata’, the two chief instrumental genres of the early
seventeenth century, is said to have been structure; canzonas usually had a sectional
structure composed of passages in contrasted metre and tempo.''? This sectional

contrast, however, was also common in the sonata, especially in those by Venetian

composers such as Biagio Matini (¢ 1597-1667), Datio Castello (/7 Venice, first half of
the seventeenth century), and Giovanni Battista Fontana (d 1630 or 1631) in the 1620s
and 1630s. Rather, Eleanor Selfridge-Field has suggested that some differences between

canzona and sonata can be found in the social context: almost all canzona composers

WY John Weldon: Suite in C, ed. R. Salkeld (London, 1995); Suite in D minor for Two Viiokins (Oboes/ Flutes
/ Recorders in C) and Basso Continuo, ed. P. Holman (London, c. 1981).

12 E, Selfridge-Field, ‘Canzona and Sonata: Some Differences in Social Identity’, International Review of the
Alesthetics and Sociology of Music, 9 (1978), 111.
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wete organists while sonata composers tended to be insttumentalists. The former,
trained in musical theory and counterpoint, seem to have produced works based on
traditional imitative textures, which were more polyphonic in style and allowed more
flexible choice of instruments in performances.'” Composers of sonatas, by contrast,
tended to write more virtuosic works that avoided the indication ‘“for all
instrumentalists’.'"* This interpretation has some exceptions though, since the organist
Francesco Turini (1589-1641) wrote sonatas in his madrigal collection, Madrigali.. .con

alcune Sonate a due, et tre. Libro primo (Venice, 1621), in which two pieces named Sonata a

Tre ate included,'” and Marini the violinist wrote canzonas in his opp. 1, 2 and 8 (1617,
1618, and 1629 respectively).'

The ambiguous terminology resulted frequently in discrepancies between title
pages and individual pieces even in a single volume. For example, in Cavalls 1656
collection, Musiche sacre concernenti messa, e salmi concertali con istroments, imni, antifone & sonate,
adue 3,4, 5, 6,8, 10, ¢ 12 voci., the six insttumental works are entitled ‘sonata’ in the

index, but in the part books they are called either ‘canzona’ or ‘sonata’ without any

consistent rule; he called the works for three and ten instruments ‘canzonas’, and the
remaining works ‘sonatas’.'’’ Cavalli’s canzonas might be the last independent works

called ‘canzona’; after the mid-century ‘sonata’ was the most important term for
designating instrumental works.'® Peter Allsop has also suggested that the term
‘canzona’ disappeared as an overall title for an instrumental collection after 1650.™

‘Canzona’, however, survived as a heading for the fugal sections in sonatas by

composets such as Lelio Colista, Giovanni Legrenzi, Alessandro Stradella, and A. L.

13 Ihid., 111-9.

114 Ibid., 111-9.

1S . Apel, Itakan Vioiin Music of the Seventeenth Century, ed. T, Binkley (Bloomington & Indianapolis,
1990), 39-42.

16 Ibid., 47-36.

17 B, Selfridge-Field, Venetian Instrumental Music from Gabrieki to Viivaldi (Oxford, 1975, 3/1994), 156-9
118 S, Mangsen, ‘Sonata (Baroque)’, New Grove.

119 P. Allsop, The Itakan Trio Sonata (Oxford, 1992), 51.
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Baldassini; William Young and Henry Purcell also adopted this term for their fast fugal
sections. Roman composers used ‘sinfonia’ as the equivalent term for the sonata. In
Roman manuscript copies of Colista, Catlo Ambrogio Lonati and Stradella, sonata-like

works were called ‘sinfonia’, though in England they were often called ‘sonata’.

Table 1.1, Comparison of Titles of Works by Colista and Stradella between Italian anc
British Sources*

Composer | Keyand | Italian Sources British Sources
Scoring References

Lelio I-Tn, Ms. Giordano | GB-Lbl, Add. 33230,
Colista 15, ££.29-32yv ff. 25v-Ov

Lelio

Colista

(‘Simfonia’) (‘Symphonia’);
Lelio
Colista

GB-Lbl, Add. 31431,
ff. 72v-3
(‘Sonata’:anon); GB-
Ob, D. 256, no.7
‘Sonata
GB-Lbl, Add. 33236,
ff.13-14v
(‘Symphonia’); GB-
Ob, D. 250, no.1
(‘Sonata’); GB-Ob, E.
400-3, no.1 (‘Sonata’
GB-Lbl, Add. 33236,
ff.14v-16

(Symphonia’); GB- '
Ob, D. 256, no.2 '
(‘Sonata’); GB-Ob,
E.400-3, no.4
(‘Sonata’); GB-Och,
MS 1126, {4 (‘Sonata’

21

[-Tn, Ms. Giordano
15, ££.88-93v
(‘Simfonia’; attr.
‘Ambrogio Lonati’)

I-Tn, Ms. Giordano
15, ff.16v-21
(‘Simfonia’)

Lelio I-Tn, Ms. Giordano | GB-Lbl, Add. 33236,
Colista 15, {£.68-73v f£.16v-18
(‘Simfonia’ attr. (‘Symphonia’); GB-
‘Ambrogio Lonati’) | Ob, D. 256, no.3
(‘Sonata’); GB-Ob,
E.400-3, no.7
Lelio I-Tn, Ms. Giordano | GB-Lbl, Add. 33236,
Colista 15, {£.74-79v f£.18-20

(‘Simfonia’ attr,

(‘Symphonia’); GB-
‘Ambrogio Lonati’)

Ob, D. 250, no.4
(‘Sonata’); GB-ODb,
E.400-3, no.3
‘Sonata’
GB-Lbl, Add. 33236,
ff.20v-22
(‘Symphonia’); GB-
Ob, D. 256, no.4
(‘Sonata’); GB-Ob,
E.400-3, no.3

‘Sonata’

[-Tn, Ms. Giordano
15, {f£.97v-102v
(‘Simfonia’ attr.
‘Ambrogio Lonati’)



I-Tn, Ms. Giordano
15, ££.63-68
(‘Simfonia’ attr.

‘Ambrogio Lonatt)

GB-Lbl, Add. 35230,
ff.22v-24
(‘Symphonia’); GB-
Ob, D. 256, no.6
(‘Sonata’); GB-Ob,
E.400-3, no.5

Lelio G minor,
Colista 2vn, b, be

Lelio
Colista

Al

I-Tn, Ms. Giotdano
15, t£.58-62v

GB-Lbl, Add. 33236,
ff.26v-28

(‘Simfonia’ attr. (‘Symphonia’); GB-

‘Ambrogio Lonati’) | Ob, D. 256, no.9
(‘Sonata’); GB-Ob,
E.400-3, no.8

Alessandro | C major, | I-Moe Mus. F.1137, | GB-Lb), Add.
Stradella 2vn, bc ff.1-6 (‘Sinfonia’) R.M.23.£.10, pp.212-6
‘Sonata

Alessandro | D major, | I-Moe Mus. F.1148, | GB-Lb), Add. 31436, | Saelta aelle
Stradella 2vn, bc f£.3-6 (‘Sinfonia’); | vnl, 153v-154; vn2, Suonate
I-Tn, Ms. Giordano | 172v-173; be, 192v-193 | (1680), no.6
12, ££.95-97v (‘Sonata’); GB-Ob, D.
(‘Sinfonia’); I-Moe | 190, ££.61-64v [no title]
Mus. F.1129, ££.39-
42
(‘Symphonia...”); I-
Tn, Foa 11, {£.53-
60v, ‘Sinf.a’

Alessandro I-Tn, Ms. Giordano | GB-Lbl, Add.
Stradella 15, ££.109-17, R.M.23.£10, pp.217-23
(‘Sinfonia 3 3°); I- | (‘Sonata’)

Moe, Mus. E 1129,

*Only works extant in both Italian and British sources are compared.

The first important definition of the word ‘sonata’ was made by the German
composet, enthusiast for Italian music and scholar, Michael Praetorius (1571-1621). In
the third volume of Syntagma musicum (1618-19) he tried to identify the difference

between the sonata and canzona, though he seems to refer to Gabriel’s mult-voice

sonatas, which were developed before trio sonatas wete formed:'®

The ‘sonata a sonando’ is so named because it is performed as the canzonas are, not

with human voices but solely by insttuments. Very lovely [examples] of that sort are to

120 M. Praetotius, Synfagma musicum, 3 vols. (Wolffenbiittel, 1615-20), vol. 3, 22; quoted and translated by
W. Newman, The Sonata in the Barogue Era (New Yotk, 3/1972), 22-3.
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be found in the ‘Canzonibus’ and ‘Symphonis’ of Giovanni Gatbrieli and other
authors. In my opinion, however, the distinction [between sonata and canzona] lies in
this: The sonatas are made to be grave and imposing in the manner of the motet,

whereas the canzonas have many black notes running briskly, gaily, and rapidly through

them.

After Praetorius there were a few attempts by contemporary theorists or compilers of

music dictionaries to define the meaning of the ‘sonata’, such as Athanasius Kircher
(1650) and Daniel Speer (1697). The former mentions btiefly ‘sonata’ as ‘De Symphonia
Clavicymbalo apta’ [The Symphonia with harpsichord],'® while according to the latter
“The ‘sonata’ is like the ‘sinfonia’, but ought to be played more slowly and gravely’.'* In
1703 one of the most important and often-quoted music dictionaries appeated written

by the Frenchman, Scbastien de Brossard. He presented a mote detailed definition of

the ‘sonata’!®

...Jes Sonates sont proprement de grandes picces, Fantasies, ou Préludes.. .variés de toutes
sortes de mouvemens & dexpressions...On en trouve 3 1.2.3.4.5.6.7. & 8. Parties, mais
ordinatrement elles sont & Violon seul ou i deuxc Viiolons différens avec une Basso-Continué
pour le Clavessin, & souvent une Basse plus figurée pour la Violle de Gambe, le Fagot, etc.
Il y en a pour ainst dire, d’une infinité de maniéres, mais les Italiens le reduisent

ordinairement sous deux genres. [Added in the third edition] Voyez pour modele les

ouvrages de Corelli.

12t A, Kircher, Musurgia universalis, 2 vols. (Rome, 1630), 465; quoted and translated by Newman (3/1972),
23.

12 D, Speet, Vierfaches musicalisches Kleeblatt (Ulm, 1697), ed. 1. Ahlgrimm (Leigzig, 1974), 286; quoted and
translated by Newman (1972), 23-4.

123 8. Brossard, Dictionaire de musique (Amsterdam, 3/1710), 139.
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...Sonatas are ordinarily extended pieces, Fantasias, ot Preludes, etc., varied by all sorts
[of] emotions and styles...one finds [sonatas] in 1,2,3,4,5,6,7, and 8 parts, but
ordinarily they are for Violin alone or for two different Violins with a Basso Continuo for
the harpsichord, and often with a more elaborated bass for the Viola da gamba, the
Bassoon, etc. Thus there is an infinity of styles, but the Italians reduce them ordinanly

to two types. [Added in the third edition] For models see the works of Corelli.

Brossard’s description (1710) seems to have been more suitable for the late seventeenth-
century Italian sonatas as he cites Corelli’s works as the norm, and later eighteenth-
century writers contributed only refinements of Brossard’s article.'® The concise
definition by Johann Gottfried Walther in Musikalisches Lexicon (1732) as ‘grave and
ingenious pieces scored for instruments, especially violins, and consisting of alternating
Adagio and Allegro [sections]’ represents a common definition which appeared from the
early eighteenth century.'” His statement is almost the same as the one in Johann
Mattheson’s treatise published in 1713, which continued to be reprinted up to 1740.'
The definitions of sonata in the dictionaries and treatises mentioned above are
too restrictive to encompass all the seventeenth-century instrumental works that appear

under this title. Our modern terminology is also inadequate to describe precisely the
‘solo sonata’ and the ‘trio sonata’ of the seventeenth century because of its failure to
distinguish between different types of bass-line scoring.'®’ Italian composers before

1675 distinguished the roles of the bass separately between chordal continuo with

124 Newman (3/1972), 25.

125§, G. Walther, Musikalisches Lexicon (Leipzig, 1732; facsimile ed., Kassel, 1953), 571; quoted and
translated by Newman (1972), 27,

126§, Matteson, Das Neu-Eriffenete Organisten-Probe (Hamburg, 1713), 175; quoted and translated by
Newman (1972), 25-6.

127 N. M. Jensen, ‘Solo Sonata, Duo Sonata and Trio Sonata: Some Problems of Terminology and Genre

in the Seventeenth Century Italian Instrumental Music’, Festsknf? Jens Peter Larsen (Copenhagen, 1972), 73-
102
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melodic bass and chordal continuo alone.'® In Italian collections ‘a4 due’ sonatas do not

have a string bass part, so the continuo was played just by chordal instruments such as

the organ or theorbo. The role of the continuo in the ‘sonata a due’ acts largely as a
non-thematic harmonic support, and does not participate in contrapuntal dialogue with
the upper parts. On the other hand, in ‘4 tre’ sonatas the melodic bass, often played by a
bowed string instrument, contributes equally to the imitative argument of the treble
parts while the continuo played by chotrdal instruments usually doubles the lowest
melodic patt in a simplified manner.”” Sonatas in which the bass is scored without the
melodic bass were favoured for ‘chamber’ use (da camera), and sonatas where the bass
parts were scored for both the melodic bass and chordal continuo tended to be written

for ‘church’ use (da chiesa)."”

The distinction between ‘sonata da chiesa’ and ‘sonata da camera’, often
categorized as two types of sonata, was not common before 1675 in Italian printed
instrumental collections.”’ The ‘sonata da camera’, which generally consists of dance
suites, appeared more often in titles of works than ‘da chiesa’ because ‘sonata’ alone 1s a
sufficient designation for free instrumental pieces; > Corelli never used the term ‘da
chiesa’ in his printed collections for free sonatas (i.e. Opp.1, 3). After the mid-century
the functional distinction between ‘sacred’ and ‘secular’ use evaporated. Sonatas ‘da

chiesa’ may have been performed not only in church but also in the chamber. For

example, in Marnint’s Sonate, da chiesa e da camera (Venice, 1655) ‘da camera’ means suitable
for chamber use, but ‘da chiesa’ does not only mean for church use. Two groups of

wotks headed ‘Sonate’ and ‘Sonate da camera’ in Legrenzi’s Sonate da chiesa, da camera,

128 S, Mangsen, ‘The Ttio Sonata in Pre-Corellian Prints: When Does 3=4?2, Performance Practice Review, 3
(1990), 138.

129 Allsop (Oxford, 1992), 25-6.
130 Mangsen (1990), 142-3.

131§, Mangsen, ‘The ‘sonata da camera’ before Corelli”: A Renewed Search’, ML, 76 (1995), 19.

132 The term ‘“free’ was adopted by Newman and Allsop to describe abstract sonatas usually without
dance movements.
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corrents, balletto, alemane, sarabande (Venice, 1656) might have been intended for chamber

use, but whether or not works entitled ‘sonata’ were only meant to be ‘da chiesa’ is

133

disputable. ™ With the disappearance of stylistic boundaries elements of abstract sonata

and dance form movements can be found side by side in single works: sonatas of A.
Guertiert’s op. 1, Sonate di Viiolino...Per chiesa, &...per Camera (Venice, 1673), and G. C.
Arresti’s op. 4, Sonate a 2, & a Tre (Venice, 1665) show this change.”* After 1700, the
difference between church and chamber sonatas does not seem to have been
distingmished by Dutch publishers like Estienne Roger, who published Antonio

Veracint’s Op.3, Sonata da Camera a due (Modena, 1696) as Sonata da Chiesa in Amsterdam

135

a few years later™. One of the teasons for this was that sonatas do not seem to have

been used in church in the Netherlands, unlike in Italy. By the time Corelli’s Op. 1
appeatred (Rome, 1681), the designation ‘sonata’ seems to have referred mostly to pieces
in which separate movements are longer and fewer in number in comparison to
canzonas and eatly sonatas. Multi-sectional pieces inherited from the ensemble canzona
still persisted alongside those of Corellian-style sonatas until the end of the centuty.
Definitions of instrumental forms in dictionaries ate valuable in showing
changes in their meaning during the period covered. In England, the use of foreign

musical terms was not well established until the early eighteenth century, since there was
an almost total absence of musical dictionaties. James Grassineaw’s A Musical Dictionary

(1740) was the first dictionary specializing in musical terminology in England.” Earlier
dictionaries containing musical terms before him were mostly bilingual ones: Latin to
English, Italian to English, French to English. They provide us with valuable

information on past musical traditions, though they do not necessarily reflect

133 Allsop (1992), 54-5.

134 S, Mangsen, ‘The “Sonata da Camera” before Corelli”; a Renewed Search, ML, 76 (1995), 19-23.
135 C. Hogwood The Trio Sonata (London, 1979), 17.

136 G, Strahle, An Early Music Dictionary: Musical Terms Jrom British Sourves, 1500-1740, (Cambridge, 1995),
Xi11-XV.
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contemporary usage because they were mostly for scholatly use. The first dictionary
referring to ‘sonata’ was John Florio’s Italian to English, published in London (1598), in

which ‘sonata’ was described as ‘a sounding or fit of mirth’. In the revised edition of

1611 it was rendered broadly as ‘any sound of Musike’."”’ In his English dictionaty, The

New World of English Words (1658, 1662, 1671 and 1678) Edward Phillips implied that
such composers as John Birchensha, Matthew Locke and Henry Purcell assisted him in
compiling of his music entties, but the truth seems to be that he simply reproduced
many definitions from an eatlier dictionary, Thomas Blount’s Glssographia (London,

1656);*° although they included many interesting new musical terms and instrument

names, the term ‘sonata’ 1s not found in either dictionary.

The first extended definition of ‘sonata’ as an instrumental genre in England
was made in an anonymous publication of 1724, which is believed to have been written
by Johann Christoph Pepusch (1667-1752)."” Pepusch’s definition of ‘sonata’ is mostly
derived from Brossard’s Dictionaire de Musigue of 1705, referring to Brossard’s distinction
between ‘da chiesa’ and ‘da camera’. However, some terms presented in this book reflect
the usage of his time; his definition of ‘counterpoint’ as ‘now very little used’, the
‘galliard’ as ‘ancient’, and inclusion of entries like folia, solo and sonata, which show
Cotelli’s popularity in England, are examples.'” The definition of ‘sonata’ in
Grassineauw’s Musical Dictionary (1740) is similar to Brossatd’s definition as well: [Tt is]
petformed by a single violin, or with two violins and a through bass for the harpsichord,
and frequently a more figured [i.e. elaborated] bass for the bass violin’.'¥ The other

labels of the time such as ‘capriccio’ and ‘fantasia’, which were interchanged with the

137 1. Florio, A World of Words, Or Most Ceopious, and Excact Dictionarie in ltalian and English (London, 1598);
quoted in Strahle, (1995), 338.

132 Strahle (1995), xx-xxv.

139 Strahle (1995), xvi-xviy; [J.C. Pepusch], .4 Shorz Explication of Such Foreign Words, as are Made Use of in
Mousic Books (London, 1724).

140 Strahle (1995), xx.
141 ], Grassineau, A Musical Dictionary. being a Collection of Terms and Characters (London, 1740), 231,
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‘sonata’ as titles of instrumental pieces in Italy, wete not mentioned at all in
seventeenth-century English dictionaties, so did not refer to the English tradition. The
term ‘canzona’ was not mentioned as an instrumental genre but as a vocal one, meaning
‘to sing songs or canzonets’ in the eatly dictionaries such as those of William Thomas

(1550) and Flotio (1598, 1611, 1659). This interpretation did not change until Pepusch’s
of 1724: ‘canzona’ was introduced, for example, as ‘to sing songs or canzonets’ and
therefore was very similar to ‘cantata’; Pepusch’s book was the first in which ‘canzona’
was regarded as either ‘a Piece of Vocal Musick® or “...if fixed to Pieces of Instrumental
Musick, it then means much the same as the Wotd Sonata or Swonata ¥

The scotings of the sonata varied from solo to multi-voice types: there is 2
wide range of scortings including S/bc (a 1), SS/bc, SB/bc (& 2), SSB/bc, SBB/bc,
SSS/be (3 3), SSBB/bce (a 4), SSATB/be (& 5).'* Works in Italian collections atre only
designated according to the number of melody instruments; Italian composers did not

include the continuo when they referred to the number of parts, whether the melodic

bass is involved in the dialogue with the treble instruments or just acts as the
reinforcement of the bass part.'* Therefore sonata 4 uno is always scored for one
melody instrument, usually in the treble range with continuo, sonata a due for two

melody instruments with continuo, and sonata a tre for two melody instruments and a

melodic bass with continuo or three trebles with continuo.'*

The solo sonata for S/bc is regarded as the most suitable medium for a

performer to show his virtuosic solo playing of the instrument, while the continuo acts
as the static bass without an independent linear function.' Solo sonatas were usually

written for solo violin but in some cases there were wotks for the cornett. We find

142 [Pepusch] (1724), 19.

143 The terminology 1s denived from Newman (3/1972): capital letters, S, T, B (soprano, tenor, bass)

indicate melodic instruments and bce the continuo, so it only refers to parts not instruments.
144 Jensen (1972), 81.

145 Ibid., 81.
146 Thid., 85-7.
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technically demanding solo sonata in Marini’s Op. 1 (Venice, 1617) and Op. 8 (Venice,
1629), and this type of solo sonata continued in Dario Castello’s Op.2 (Venice, 1629)
and G.B. Fontana’s posthumous collection (Venice, 1641).'’ One of the first known
collections made up entirely of solo sonatas is Uccellini’s Op.5 (Venice, 1649), Sonate over

Cansoni da farsi a Violino solo @ basso continuo.'® The virtuoso and soloistic sonatas fot
violin and continuo reached their culmination in the Roman composer G. A. Leonr’s
Sonate de violino a voce sola (Rome, 1652).'” This tradition of solo sonatas survived until
the time of Corelli’s Op.5 (Rome, 1700), Parte prima sonate a violino e violone o cimbalo. Solo
sonatas, especially for the viola da gamba enjoyed a long populatity in Germany. Solo
sonatas continued to appear until the end of the century, and became more popular and
numerous after 1700.” There are a few sonatas for a single stringed instrument like

violin or sometimes for viola da gamba without the continuo; Marco Uccellini (1603-

1680) and Stradella wrote this type of solo sonata for the violin,”' but the

unaccompanied solo sonata flourished in the eighteenth centuty, especially in Germany.

Since the old tradition associated with non-virtuosic ‘consort’ music was
stronger in England than in Italy, solo sonatas, which tended to dis;hiy a petformer’s
virtuosity were virtually unknown in England until the last decade of the seventeenth
century though there are a few eatlier ones in manuscripts: Ckc, MS 243 (sonata for
violin and otgan continuo in G; late seventeenth century) by an anonymous composer
which looks to be German, and Ob, Mus. Sch. MS C. 61, copied 1688-1700 by Francis
Withy (#1645-1727), a singing-man at Christ Church, Oxford, and also active as a
copyist, contains solo sonatas for violin and continuo, asctibed to Lelio Colista, Robert

King, Corellt and Gottfried Finger. Solo sonatas do not seem to have attracted Purcell

147 Ibid., 87.
148 Mangsen (1990), 143 (note 15).

149 E. McCrickard, “The Roman Repertory for Violin before the Time of Corelli’, EM, 18 (1990), 563-5.

150 D. Boyden, The History of Development of Viiolin Playing Before 1750 (London, 1965), 385.
151 Newman (3/1972), 123, 132.
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and his contemporaries, but they were taken up by composers after Purcell such as
Gottfried Finger (?1660-1730), Daniel Purcell (1664-1717), and William Croft (1678-

1727)."** In the eighteenth century ‘solo’ became the common English designation for

the S/bc sonatas.'*?

The sonatas of SBbc type employing one soprano and a bass as melody
instruments wete less popular than SSBbc in Italian instrumental music, but Legrenzi
and Alessandro Stradella left sonatas for this scoring: Legrenzi left at least three i 2
(SBbc) sonatas for violin, viola da brazzo and continuo in his op. 10 (Venice, 1673)
while Stradella also left sonatas for violin, cello and continuo. This treble-bass type was
particulatly popular in German-speaking countries such as Austria and the Low
Countties. In those countries the bass viol (particulatly viola da gamba) kept its
popularity much longer than in Italy, so that works for SBbc in which the bass viol was
used in virtuoso style were often found. It is accordingly not surprising that the
collections of German composers such as Johann Heinrich Schmelzer’s Duodena

selectarum (Nuremberg, 1659), Dietrich Becket’s Erster Theil,..Sonaten — und Suiten

(Hamburg, 1674) and Ander Theil **+ Sonaten und Suiten (Hamburg, 1679), and Philip

van Wichels Fasciculus Dulcedinis (Antwerp, 1678) contain SBbc sonatas. The Italian
composer Giuseppe Zamponi (b ¢1600-10, d 1662), who wotked mainly in Brussels also
left two sonatas for violin, viola da gamba and continuo. As the century went on, the
SBbc type became less popular in Italy, and composers showed a predilection fot two-
treble scoring. After the Restoration there were some German musicians who visited
England, and manuscripts containing SBbc sonatas by those composers mentioned
above appeared along with the works in the same scoring by English composers such as

Henry Butler, resident in Spain, William Young, resident in Austria, and Jenkins in

152 1, Spink (ed.), The Seventeenth Century. The Blackwel]l History of Music in Britain, 111 (Oxford, 1993), 279-80.
153 Newman (3/1972), 65.
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English soutrces (e.g. Drc, MS D.2, D.5)."* Roger North recalls that:'>

Here came over many Germans, chiefly violists, as Scheiffare, Voglesang, and of other

names to fright one. These introduced many solos for the viol and violin, being rough

and unatery devisions, but for the active part they were coveted.

There has been a widespread assumption regarding the trio sonata: the bass
patt is always doubled by the melodic bass and the chordal continuo instrument
together. This misapprehension was detived from eighteenth-century practice, and does
not apply to seventeenth-century Italian ensemble music.” The string trio without a
separate coﬁtinuo, which is generally scored for variation sonatas and dances may have
been common in Italy, and this kind of ensemble music came to be related to the sonata
da camera of the Bologna school.”™ The bass part played by a stringed bass instrument,

or in some cases a wind instrument alone, was sufficient for sonatas influenced by

dance: the melodic bass only functions as an ornamental instrument not as a through-
bass one.””® This combination, two violins and the string continuo (usually ‘violone’),
however, was usually performed with the harmonic continuo outside Italy, including in
England: John Walsh published G. M. Bononcini’s op.12, Arie, ¢ correnti (Bologna, 1678),
which has no continuo part but only a ‘violone’ patt, with a ‘Thorough Bass for
Harpsichord’ (London, ¢1700)."> A tre sonatas in various collections by G. B. Vitali (e.g.
Op.1, Correnti ¢ valleti, e camera... Bologna, 1666) and other composers from the 1660s

and 1670s have a complete texture without the contribution of continuo

134 M. Caudle, “The English Repertory for Violin, Bass Viol, and Continuo’, Chelys, 6 (1975-6), 69-75.
15 Wilson (1959), 302, 302n; there is no information on the two violists mentioned by Notth except that

Voglesang was a viola da gamba player who was active in England and later entered the royal service in
Berlin 1n 1677.

156 Mangsen (1990), 137-42.
157 Jensen (1972), 91-2.
158 Thid., 92.

159 P. Allsop The Itakian Trio Sonata (Oxford, 1992), 39-40.
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160

accompaniment.” However, exceptions to this practice can be found in the wotks of

such composers as Marini (opp.1 and 8) and Turini (Op.1), who provide both melodic
bass and continuo in their secular pieces.'”’ Both composers were active in foreign
courts when the compositions were written, so it is pethaps not surptising that they do
not seem to reflect the practice common at the time in Italy.'*? The tradition of 2 tre
scoring of secular pieces (i.e. two trebles and melodic bass or chordal continuo, but not
both) still remained, as Corellt’s opp.2 and 4 show, in which only one bass instrument is
asked for (e.g. Op.2, Sonata da camera a tre.. . Violone o Cimbalo, Rome, 1685). We, however,
have to be careful not to take this request literally since two players — of violone and
harpsichord — might have read from the same part-book. The three-part texture
consisting of strings alone was a very common formula among the next generation
composets in the eighteenth century.'® However, copyists of the three Bodleian
Library manuscripts (Mus. Sch. C. 76, D. 255 and E. 400-403) copied Corelli’s op.2 into
four-part books rather than three, since the English copyists did not understand that
violone o cembalo meant that either a melodic ot a chordal instrument should be played,
but not both."”* The bass-line doubling, providing two bass part-books for both a
melodic and a chordal instrument became common in the eighteenth century. The
Roger edition (Amsterdam, ¢. 1706) of Corelli’s Op. 2 has two identical part-books for
the bass; the four-part book format even in chamber sonatas was soon adopted by
English and Parisian publishers following Dutch editions, and became the norm.'®®
Composets such as Cazzati, Legrenzi and Giovanni Battista Vitali developed i

tre sonatas, which show a more imitative and polyphonic texture derived from

160 Jensen (1972), 88-92.
161 Mangsen (1990), 148.
162 Thid.

163 D, Watkin, ‘Corellt’s Op. 5 Sonatas: “Violino e violone o cimbalo’?, EM, 24 (1996), 653.
164 Mangsen (1990), 143. -

165 Tbid., 163-4 and 31n.
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canzonas.”® In such a tre pieces the melodic bass actively participates in motivic
dialogue with the upper parts so the texture may be occasionally four-part rather than
three-part; four-part texture is to be found in sonatas of Giovanni Battista Bassant’s
Op.5 (Bologna, 1683), Corelli’s Opp. 1 and 3 and John Blow’s sonata in A major.

The “trio’ type, especially 4 3, was the most characteristic and numerous one,
and became dominant in late seventeenth-century English sonatas. English composers,
howevet, do not seem to have distinguished between 4 due and a tre as Italians did; they
often confused 2 2 and i 3 sonatas, so when they copied a 2 Italian sonatas, they
converted them into 4 3 by doubling the continuo part with a bass part. For example,
Giovanni Maria Bononcini’s B flat major sonata a due in the collection published by the
Bolognese publisher Giacomo Monti in 1680, was copied as a tre in English sources.
They also did not adopt these Italian terms, and tended to use such terms as three-part
or four-part as their designations for ‘ttio sonata’. Many modern editors make the same
mistakes providing an additional bass part in 2 due sonatas. For example, Giovanni
Battista Vitali’s Ia Palavicini in op. 5 (Bologna, 1669) is an 2 due sonata for two violins

and continuo, but the edition printed by Lajos Rovatkay (Wolfenbiittel, 1975) consists

of four-part books having two bass books for both continuo and cello.

With Corelli and his contemporaries this SSBbc sonata became the dominant
ensemble type.'*’ Purcell’s trio sonatas are also i tre, which means they were written as
related closely to the contrapuntal form, and this suggests that he was influenced by

Italian composers who wrote more stylistically conservative contrapuntal works. Other
English composers who tried to imitate Italian sonatas also preferred a tre scoring (e.g

John Blow’s A major sonata). The English sonatas are all 2 3 type up to the works by

William Croft,'*® William Corbett'® and William Williams,'" English composers did

166 Jensen (1972), 76.
167 Thid., 89.

168 Croft wrote four sonatas for 2vn, b, bc (GB-Lfom MS 114); W. Croft, Complete Chamber Music, ed. H. D.
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not write a 2 type sonatas at all until Johann Christoph Pepusch (1667-1752) first wrote

a due sonatas after his arrival in England around 1697.

The instruments used in sonatas wete as varied as the settings of sonatas.
Though the violin family came to dominate in the sonata repertory, cornetts wete often
still interchangeable with violins for treble parts in the first half of the seventeenth
century in [taly, while bassoon, trombone, or theorbo were sometimes specified as
alternatives to ‘violone’ for the melodic bass. In England the violin was almost the only
treble instrument during the seventeenth century, so it is hard to find evidence that wind
insttuments were used as the treble before 1700. The term ‘violone’ was used to
desctibe various types of bass instruments throughout the seventeenth century. It s,
howevet, quite certain that during that century the term ‘violone’ applied to the
members of the violin family, meaning the bass violin; it is likely to have applied to the
violoncello, especially from the 1660s onwards in Italy when string makers began to
wind silver wire onto gut sttings to increase the string’s mass.'" Since the wotd
undoubtedly meant more than one type of stringed instrument much confusion occuts.
The inconsistencies could happen within collections, for example, Bononcini’s op.12,
Arie ¢ correnti (Bologna, 1678) shows ‘violone’ on the title page, ‘violoncello’ in the patt-

book, and “violoncino’ in the manuscript in the Estense Library in Modena;'™ it seems

that all designations refer to essentially the same instrument rather than different
instruments. ‘Violone’ could also be intetpreted as a bass viol, the viola da gamba as
represented in the dictionary, Vocabulario degli Accademici della Crusca (1729).)™ 1t has been

suggested that the viola da gamba was out of use in Italy by the mid-century; Thomas

Johnstone, MB, forthcoming.
169 Cotbett left sonatas for two recorders and continuo.

170 W, Williams, Séx Sonata’ in Three Parts for 2vn/rec, b vn/viol, be (org/hpd/archlute) (London, 1700,
2/1703); ed. G. Beechey (London, 1993), I. Payne (Hereford, 1998).

171 S, Bonta, ‘From Violone to Violoncello: 2 Question of Strings?’, JIMAIS, 3 (1977), 64-99.
172 Allsop (1992), 30.

173 It was quoted in Allsop (1992), 35
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Hill’s 1657 letter from Italy appears to justify this conclusion: ‘The organ and violin they
are masters of but the bass viol they have not at all in use, and to supply its place they

have the bass violin with four strings, and use it as we do the bass viol’.'™ However

Vittorio Ghielmi has argued that it is evident that the viola da gamba was used as a solo

instrument in Italy until around the mid eighteenth century though its use may have

been confined within particular ateas, especially the Veneto region.'” The term

‘violone’ only came to mean a double-bass viol in the eighteenth century.'”

The ‘violone’ as a bass violin or bass viol rather than a contra bass viol can be
found in England as well. That ‘violone’ meant a bass violin is shown in the following
works: Purcell’s sonatas were issued in four part-books for “TWO VIOLINS And
BASSE: To the Organ or Hatpsecord’; an advertisement in Choice Ayres published by
John Playford in 1684 describes the scoring more specifically as ‘two Violins and Bass-
Viol, with a Through-Bass for the Organ or Harpsichord’. In William Williams’s Six
Sonatas in Three Parts (London, 1700, 2/1703), he labells the bass part Violone’ like
Corelli and other Italian composets, meaning a bass violin rather than a contrabass viol,
and the title-page confirms that he meant the part for ‘the Base-Violin or Viol’
However, Roger North mentions that the bass violin ‘was a very hard and harsh
sounded base, and nothing so soft and sweet’, so its use by very few people 1s hardly
surprising while the bass viol was used until the early eighteenth centuty, when it came
to be replaced by the cello, the solo version of the Italian ‘violone’ or bass violin. After
1720 the bass viol (e.g. viola da gamba) seems to have been used as a solo concertante

instrument rather than as a continuo instrument (see chapter 2).

As for the harmonic bass, organ or harpsichord were the most common

174 Thud.

175 V. Ghielmi, ‘An Eighteenth-Century Italian Treatise and Other Clues to the History of the Viola da

Gamba in Italy’, The ltalkian Viola da Gamba: Proceedings of the International Symposium on the Italian Viola da
Gamba (ed. S. Orlando, 2000), 73-85.

176 Bonta (1977), 81.

39



instruments, and they often played a simplified version of the bass or just doubled the
lowest part. There 1s no doubt that the normal accompanying instrument for free
sonatas in the seventeenth century was the organ.'”’ The organ was usually employed as
the first choice of the continuo part from the eatlier English consort music to Purcell’s
sonatas, though the harpsichord was the most frequently mentioned alternative. Much
of English consort music such as the fantasia suites by John Coprario and William
Lawes has written-out organ parts, but the transition to figured continuo patts occutred
around the 1650s, when it can be seen in Jenkins’s fantasia suites. By the 1660s otgan
continuo parts became the norm in consort music, and by the 1670s continuo playing
became widespread.'® Purcell’s two sets of trio sonatas (1683, 1697) were published
with figured basses for organ or harpsichord.

The repertoire using ‘trio sonata’ (SSB) scoring changed the English music
from full-voiced Renaissance dance music to the polatized and varied textures of the
Baroque.'” And the introduction of the Italian trio sonata led amateur music lovers
who had petformed English viol consorts to change their musical taste to the violin and

its main genre, the sonata. The adoption of the terminology on the sonata in England

was slow, but the circulation of the sonata spread among various musical circles.

177 Allsop (1992), 39.
178 Holman (1996), 380-2.
179 Holman (2/1995), 257.
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Chapter 2: The Sonata in England

More and more sonatas teached, and thus circulated in, England towards the end of the
seventeenth century. Many elements of the Italian sonata style were absorbed into

English music, and brought about a change of musical style. The best examples
showing the change from the old-style fancy to the new-style ‘sonata’ are John Jenkins’s
late fantasias, which seem to have been written during the 1660s, even though he does
not seem to have called them sonatas; eventually sonatas became a principal type of
chamber music, having replaced traditional English consort music. It 1s not easy to trace
how sonatas wete introduced into England, but sonatas in music collections assembled
during the seventeenth century may tell us at what time new Italian sonatas began to
circulate and how widely they were known during the Restoration period.

Music collections of English provenance containing manuscripts and prints of
seventeenth-century trio sonatas fall into two groups: sonatas collected in England and
those collected on the Continent. The former type includes the Hatton/Aldrich
Collection at Christ Church College, Oxford University, the North collection in the
British Library, the Oxford Music School Collection, and British Library manuscripts
such as GB-Lbl, Add. 31431, RM.20.h.9 and Add. 64965, and James Sherard’s

collection. The latter covers Philip Falle’s collection in Dutham Cathedral University,

manusctipts in the Rowe Music Library, King’s College, Cambridge University (GB-Cke,

MS 228-229), and Gottfried Finger’s collection.

The cote music collection at Christ Church is derived from a donation by
Henry Aldrich, Dean of the college from 1689 until his death; it includes a large
amount of Italian music prints and manuscripts. After Aldrich’s donation in 1710, the

only considerable addition to the collection was made by Richard Goodson senior

(1655-1718); since Goodson’s bequest in 1718 there has been no significant addition to
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the collection.! It was once believed that Aldrich collected much of the Italian music
during his visit to Italy, but it now seems that he acquired it after 1670 from the music
library of Christopher Hatton III, the first Baron Hatton of Kirby, which was built on
the library of his father, Christopher Hatton 11> How Aldtich obtained the Hatton
collection remains speculative; Wainwright suggests that Aldrich obtained it through
Hatton’s London bookseller, who sold the Hatton’s main library to the Bodleian, and
the music collection to Aldrich.?

The Hatton collection may have been a vast one, ‘pethaps one of the richest
seventeenth-century collections yet identified’, though there is sparse evidence regarding
how extensive it was.* The music which once belonged to the Hattons consists of
English music, and mainly Italian church music and madrigals of diverse Italian

composets active in the 1620s and 1630s. The Italian prints of the Hatton collection

seem to have been used by the Hatton family, and were copied by his household
musicians such as John Lilly (1612-1678), Stephen Bing (1610-1681), and Geotge
Jeffreys («.1610-1685). All three copyists used Italian printed soutces in the Hatton
collection. Hatton acquired the Italian music duting the period of 1624-38, mostly
through Robert Martin, his music supplier. Hatton’s Italian prints, mostly surviving now
in Christ Church, Ozxford can be found in Martin’s printed catalogues of his Italian lists;

Martin advertised collections containing Datio Castello’s Sonate concertate...libro primo

(Venice, 1629), and Biagio Marini’s op. 8 (1626).° The wotks added by Richard

Goodson senior are relatively few. It seems, however, that Goodson was a diligent

! G. E. P Arkwright, Catalogue of Music in the Library of Christ Church, Oxford, with a preface by T.B. Strong
(London, 2/1915), v; see also Christ Chaurch Library Music Catalogue, ). Milsom (compiled) accessed at

1D wwchich.ox uk rv/music/browse. htm!

2 D. Pinto, ‘The Music of the Hattons’, RMARC, 23 (1990), 79; J. Wainwright, Musical Patronage in
Seventeenth-Century England: Christopber, First Baron Hatton (1605-1670), (Aldershot, 1997), 26-7.

3 J. Wainwright, The Musical Patronage of Christopher, First Baron Hatton (1605-1670) (Aldetshot, 1997), 42-3.
4 Thid., 26.

5 D. W, Krummel, “Venetian Baroque Music in a London Bookshop’, Music and Bibliography, ed. O.
Neighbour (London, 1980), 11, 18.
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copyist. He copied many works of his own and those of others — among the
instrumental music he copied were the op.5 sonatas by Giovanni Battista Bassani (1650-
1716), surviving in Och, MS Mus.3, and Putcell (Och, MS Mus.3; Och, MS Mus.1174),

as well as fantasia suites by Copratio (Och, MS Mus. 620). Those wotks Goodson

copied may well have been used for performance in the Music School.

After the refurbished Music School was reopened after the Civil War, once
again it became the centre of musical activity in Oxford.® The Music School was
relocated from the first to the ground floor in the south corner of the quadrangle, so it
faced the Grammar and History departments with the two philosophy tooms, Natural
Philosophy and Moral Philosophy.” Dr. John Wilson (1595-1674), Professor of the
Music School from 1656 to 1661 provided locks and keys for a new music building, and
acquired instruments including a harpsichord, organ, and viols, but no violins.® He also
continued building up the music collections, a process continued under his successors

Lowe and Richard Goodson. Lowe set up a fund in 1665 to acquire new instruments
and books, which included a new organ, two violins with their bows and cases, and new

sets of manuscript books.” Inspired by the new popularity of the violin, Wilson and

Lowe began to collect violin music for the Music School. One of the purchases made
with subsctiption money was seventeen sets of consort music that Lowe acquired

through Anthony Wood in 1667 from the Notth household at Kirtling® It comprised

mostly consort music by John Jenkins, which included ‘sets of fantasia suites for treble,
bass, and organ, and two trebles, bass viol, and organ as well as fantasia and airs

‘divisions’, and three sets of ‘lyra consorts™." Though the Kirtling copies designated

¢ P. Holman, Four and Twenty Fiddlers (Oxford, 2/1995), 267-8.

7 B. Bellingham “The Musical Circle of Anthony Wood in Oxford during the Commonwealth and
Restoration’, JV/dGSA, 19 (1982), (1982), 26, 56-7.

8 Ibid., 56-61.

9 M. Crum, ‘Early list of the Oxford Music School Collection’, ML, 48 (1967), 27

10 Ibid., 27-8; Holman (2/1995), 272-3.

11 Holman (2/1995), 272; Crum (1967), 28-9.

39



the upper patts of Jenkins’s fantasia suites as ‘treble’, the 1682 catalogue of the Music

School listed them as ‘one Base Viol & Violin to y° Organ’.”* It means that Jenkins’s

fantasia suites were regarded as violin pieces in the Oxford Music School, reflecting the
new fashion for the violin. Apart from Jenkins’s consort music, the sets contained

Christopher Gibbons’s five fantasia suites for two violins, bass viol and otgan, and
Baltzar’s three extended suites for two violins and continuo.” They were among the

earliest sets Lowe added to the existing pre-war violin repertories of Otlando Gibbons,

John Copratio, and William Lawes."

Among the new violin music copied by Lowe, it seems likely that Baltzar’s
suites were intended for use in the Music School or such meetings as William Ellis’s,”
since Lowe and an assistant copied five duplicate bass patts for the D major work and
three for the C and G minor works in the part-books.”* Lowe dated his copies of
Baltzar’s first suite 1659, another suite 1662." When Anthony Wood (1632-1685), an
antiquaty and amateur musician, reported on Ellis’s meetings in March 1659 at least
four members out of sixteen amateur players had taken up the violin."® On one
occasion at a meeting at Wadham College Wood played second violin against Baltzat’s
first violin 1n consort music for which ‘the instruments and books were carried thither
[from the Music School]’."” The books most surely have been taken from the Music

School despite the instructions of the Heather Bequest” which requested that ‘neither

of these be lent aboard upon any pretence whatsoever, not removed out of the Schoole

12 Ibid., 273; Ibid., 28-9.

13 P, Holman , “Thomas Baltzar (?1631-1663), the “Incomparable Luciber on the Violin®, Ches, 13
(1984), 16-20.

14 Ibid., 28-9.

15 At the beginning of 1656 William Ellis, the former organist of St John’s College, established a series
of weekly musical meetings at his house.

16 Holman (1984), 16-7; Holman (2/1995), 273-5.
17 Crum (1967), 28; Holman, (2/1995), 274.

18 Bellingham (1982), 38-40.

19 Ibid., 64.

20 In 1627 Willam Heather (. 1563-1627) endowed his music books and instruments to the Music
School.
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and place appointed’* Much music collected and copied by Lowe and other members
of the meetings, such as George Jeffries, Wilson, and Ellis, shows that the Oxford
meetings favoured retrospective repertory from the first half of the seventeenth
century: viol ensemble music of Alfonso Ferrabosco, John Coprario, and John Jenkins

in addition to the younger generation such as Christopher Simpson and Matthew
Locke.”

While fantasia suites were still being copied, new forms like sonatas were also
included 1n the Oxford Music School Collection. One of the earliest manuscripts
containing sonatas 1s GB-Ob, MS Mus. Sch. C. 79, four part-books copied by Lowe and
his two assistants before 1682, the year of Lowe’s death. It is entitled ‘Italian Sonatas for
3: two Trebles & a Base with a Through Base’.” The structure of each sonata has the
so-called patch work design of the eatly seventeenth century consisting of multiple
sections in contrasting metres and tempos which are not closed as movements. Most of
the four trio sonatas of C. 79 do not demand technical virtuosity or show the level of
expressiveness that one encounters frequently in solo sonatas. All four works barely use
the violin’s G-string, or exceed the fitst-position. Howevet, ‘sonata II’ and ‘sonata IV?
have somewhat advanced techniques in their solo passages: the former goes up to third-

position €" and uses rapid division technique, and the latter includes some string-

crossing (Ex. 2.1)

21 Bellingham (1982), 56.

2 Ibid., 68-9; P. Gouk, ‘Music in Seventeenth-Century Oxford’, History of the University of Oxford, iv: 1603-
1688, ed. N. Tyacke (Oxford, 1997), 632-3.

3 Modern ed. Itakian Sonata’s for 3 (Musedita, 2003).
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Ex. 2.1. Solo section of sonata II for two violins, violon o Fagott e be (GB-Ob, M¢
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Another early manuscript contatning sonatas 1s GB-Ob, MS Mus Sch. C. 80
copied by Lowe around 1680: it comprises three loose sets of paper, subsequently
bound in treble, base and the basso continuo parts. Most of the works in C. 80, copied
without attributions, ate from Cazzati’s op.18 Sonate a due vioiini (Venice, 16506), and are
also found in British Library Add. MS 31431, It also includes Cazzati’s other works for
two violins and basso continuo (not from op. 18), two sonatas (nos. 1 and 3) of
Antonio Bertali (1605-1669), an Austrian composer and violinist of Italian birth, and
one anonymous work (no.2); only the first and second sonatas are for violin, bass, and

continuo. Maurizio Cazzati (1620-1677) was a well-known composer and organist in

Bologna, and his popularity was based on his relatively small number of instrumental

42



collections, which constitute only one-eighth of his total works. Among his five
publications in which sonatas (or canzonas) wete included, his op.18, the most popular
one, was reprinted four times by 1679 in Italy and abroad, and brought him an
international reputation.® Like his contemporaties such as Legrenzi and Vitali, Cazzat
favoured a three- or four-movement structure in which clear divisions into separate
movements are evident. When North tecollected his first years in London, that 1s, in the
eatly 1670s, there were ‘several litle printed consorts came over from Italy, as Cazzat
and Vitali, and other lesser scrapps which were made use of in corners’® Cazzati’s
sonatas, therefore, were probably among the first Italian sonatas to arrive in England.
The fact that both manuscripts Ob, MS Mus. Sch. C. 80 and Lbl, Add. MS 31431 were

copied before or around 1680 indicates that Italian sonatas printed between the 1650s

and the 1670s must have circulated and have been performed among musical circles 1n

both London and Oxford.

Lowe also copied sonatas by native composers or foreign composers who were
active in England during the Restoration period. To the books of GB-Ob, MS Mus. Sch.
E. 443-6, which Lowe acquired in 1677, two Italianate trio sonatas copied by Lowe
before or around 1680 were added. One is Robert King’s sonata in A major entitled

‘Sonnetta after the Italion way’ for ‘2 violins and a through base’, while the other is
Gottfried Keller’s, also in A major, for two violins and continuo. These two sonatas

were probably used at the Music School under the guidance of Edward Lowe. An

autograph copy of Keller’s sonata can also be found in Ob, MS Mus. Sch. C. 44, so it

seems that Keller handed it over to Lowe, who copied it into E. 443-6; C. 44,

miscellaneous sets of musical papers, is mostly for two trebles and bass, which were

collected as loose papers in the Music School duting Lowe’s time.” When Lowe

2 P, Allsop, The Italian Trio’ Sonata (Oxford, 1992), 136.
25 1, Wilson, Roger North on Music (London, 1959), 302.
26 Crum (1967), 33-4.
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obtained autograph copies he normally copied them into other books for use in the
Music School while autographs were laid aside as loose papers. Besides Keller’s sonata,
C. 44 contains four 2 3 sonatas by J. J. Mitternacht, who is otherwise unknown, and a
sonata for two violins and continuo by Giuseppe Torelli (1658-1709); Torelli’s sonata in
A major contained in the manuscript is a2 unique soutce; it is a short piece only 155 bars
long (Ex. 2.2). If Mitternacht was a composer of a German-speaking country, as his

name suggests, then German-type sonatas by him and Bertali in C. 80 (nos. 1 and 3)

were used along with Italian sonatas in the Music School.

Ex. 2.2.0pening of Torelli’s sonata in A major bars 1-4 (GB-Ob, MS Mus. Sch. C, 44
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The large group of manuscripts in the British Library is thought to have been
complied by one of the Notth family members or a musician employed by them. They
once wete thought to be John Jenkins’s autograph, but Pamela Willetts suggests that
they were largely copied by Francis North (1637-85), the Lord Keeper;?’ John Jenkins
(1592-1678) worked for the North family for many years as a household musician of
Dudley, third Baron Notth of Kirtling in Cambridgeshire, Francis’s grandfather. Roger

North, Francis’s younger brother mentioned that Italian music was encouraged by

Francis North in the North family while the court and London soclety favoured music

277 P. Willetts, ‘Autograph Music by John Jenkins’, ML, 48 (1967), 24-26; it is unlikely that Francis North
was the copyist since some works seem to have been copied after his death in 1685.
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in the French style.® According to Peter Holman, Jenkins seems to have been the one,

who recommended Italian music, which was still not in vogue, to Francis North, since
he was the distinguished ‘musick master’ Francis North telied on.”” Roger North
reports that when he showed Nicola Matteis’s airs to Jenkins in his old age ‘He touched
them over and pulling off his spectacles clapt his hand on the book and declared he had
nevet heard so good a piece of musick, in all his life’.” The Notth collection covers the
repertoire from English consort music to foreign music including German and Italian
sonatas; manuscripts of the North collection which include sonatas are Lbl, Add. 31423,
31435 and 31436; they seem to have been assembled from the 1670s onwards.> Works
copied in the collection seem to have been used for petformance in the North famuly.

GB-Lbl, Add. MS 31423 consists of six different sets of part-books which
contain fantasias and dances by various composers including Jenkins’s ten fantasia suites,
composed ¢ 1660 for three violins, bass and continuo. There is evidence that Jenkins’s
fantasias, composed late in his career, were in the possession of the North family; Roger
North recalls that ‘it cannot be denyed that a full consort of 4. may be adapted to 3.
violins (taking their turnes) & a Bass’ and adds the marginal note that ‘of this kind I
have a plain consort of M J. Jenkins’.** Lbl, Add. MS 31423 also includes trio sonatas

both for two violins and continuo and for violin, viola da gamba and continuo by
mostly German and Austrian composers of the mid-seventeenth century. It has

concordances in English sources: Durtham Cathedral University MS D2 and
HAdolmetsch, MS II. C. 25. The copyist has not been identified, but is also a main

copyist of other related manusctipts such as Lbl, Add. MSS 31435 and 31436; the

28 Wilson (1959), 25.

29 P Holman, ‘Suites by Jenkins Rediscovered’, EM, 6 (1978), 26.
30 Wilson (1959), 298.

31 A. Ashbee, R. Thompson and J. Wainwright (compiled), The Viola da Gamba Society Index of Manuscripts
containing Music (Aldershot, 2008), 77-124.

32 M. Chan and ].C. Kassler, (eds)., Roger Norths ‘The Musical Grammarian 1728 (Cambridge, 1990), f. 138;
quoted in ‘Rediscovering John Jenkins’, EM, 6 (1978), 483.
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copying dates are presumed to be between ¢ 1675 and 1690 based on paper types and

printed concordances, far later than the eatlier repertory contained in sets one to five.”

Table 2.1. Trio Sonatas in GB-Lbl, Add. M

Concordances | Sources
216 [J.H.] Sonata/ 2vi,be, |F | DRe, D2, Rost, 53
235 S|ch]jmeltzer | A 2 Sonata 8
254 violini/ HAdolmetsch
Il. c. 25, no. 3
216v-7 | Balthasar Sonata 2vn,be, | E | HAdolmetsch
e [ R
254v
per | [P s
236v-7 IL. c. 25, no. 23
255
Fl I ol =
237v-8 IL. c. 25, no. 29
255v

219v-20 | [Ph. van vn, b, bc, HAdolmetsch | Fasciculus
IL. c. 25, no. 33 | Dulcedinis
(Antwerp,

1678), no.4

221v-2 | [J- M. Sonata/ vn,b,be, | C | HAdolmetsch | Rost, 73
240v-1 | Nicolai] A violino IL. c. 25, no. 32

257 e viola

222v-3 | [JH/] Sonata/ vn, b, be, HAdolmetsch

241v-2 | S|ch]meltzer | A violino II. c. 25, no. 31

257v e viola

226-7 [J.H.] Sonata/ vn, b, be, HAdolmetsch

245-6 S[chjmeltzer | A violino IL. c. 25, no. 14

258v e viola

[J.H.] Sonata/ |vn,b,bc, | G | HAdolmetsch | Duodena
S[ch]meltzer | A violino IL. ¢. 25, no. 15 | Selectarum
e viola DRc, D.2, Sonatarum
Sonata 22 (Nuremberg,
1659), no.7
Rost, 80

v, b, be, | G | HAdolmetsch

IL. ¢. 25, no, 9;
DRe, D.2,
Sonata 19

233v-4 Sonata/ 2vn, bc, HAdolmetsch
252v-3 A 2 violini IL. c. 25, no. 25
263

33 A. Ashbee (2008), 77-94; R. Thompson, ‘Some Late Jenkins Soutces’, Jobn Jenkins and His Tiem, eds. A.
Ashbee and P. Holman (Oxford, 1996), 290-4.
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GB-Lbl, Add. MS 31435 consists of three sets of part-books; the first two sets
contain music by Matthew Locke and Christopher Gibbons while set three (ff. 111v-
122) contains sonatas for violin and viola [da gamba)] or lute [e.g. theorbo]. Only the
melodic bass part survives though there is no doubt that the original set included a
harmonic bass part.™ It is quite certain, according to annotations in sets one and two
(ff. 2, 19, 35) which read, for example, ‘Base/Exam: by Mt. Purcells Score book’ (£. 35),
that those works contained in both sets were used in Purcell’s circle in the late
seventeenth century. The first two sets were copied by a single unidentified hand while

the third set is by the principal hand of Add. MS 31423.>° The inscription ‘Cazz[ati]

Base’ on f. 69t suppotts the circulation of music by Cazzati in late seventeenth century

England described by Roger North.*

Table 2.2. Ttio Sonatas in GB-1.bl. Add. MS 3143

111v- | Lelio Colista Sinfonia [vn], b or Adagio
112 [Grave] lute
[William Young] | Allegro [vn], b, [bc] Allegro
[Sonata]
v- | [Lelio Colista] | Sonata [vn], b ot
lute

[Lelio Colista] | Allegro [vn], b or
Adagio lute
[Sonata]
114v- | [Lelio Colista] | Sonata [vn],b or W-K, no. 46
115v lute

116v lute
118v lute

Bnitish Concordances

s
N
<

N
e e
W N

s
b
-

W

34 A. Ashbee (2008}, 112-6.
35 Ibid., 112-4.
36 Wilson (1959), 302.
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GB-Lbl, Add. MS 31436 contains vatious materials including fantasias by
Locke and John Hingeston, Christopher Simpson’s “The Months’ and ‘The Seasons’,
and Italian sonatas. The section for sonatas for two violins with a basso continuo for
harpsichord (ff. 151-210) was mainly copied from two printed sets: thirteen pieces from
Scielta delle Suonate (Bologna, 1680) issued by the Bolognese publisher Giacomo Monti
and seven from G.B. Vitali’s op. 9 (Venice, 1684). It has been suggested that the copyist
was Francis North,” but since he died in 1685, it is unlikely that he copied sonatas
published in 1684. The paper type indicates that the copyist may have been active untl

the eatly 1690s.°°

del. Sig.
Alessandro
Stradella

Swonate (1680),
del Sig. 2Sonata | 2vn,bc | C Scielta delle
Suonate (1680),
no.2
(no.9)
Sonata4 | 2vn, be Ob, D. 190, Scielta delle
{£.61-4v [mvts, | Swonare (1680),
2and 3 no.0
reversed

Table 2.3. Trio Sonatas in GB-I.bl. Add. MS 31436 |
Concotrdances '
no.10
B-Be, XY
Giovannt
Francalanza
del. Sig. Gio. | Sonata3 | 2vn,bv, | B flat | Lbl, Add. Scielta delle
matia bc 64965, ff. 50-1 | Swonate (1680),
Ob, E.400-3
(no.10)
154v-5 | [G.B. Vitali] | 5 Sonata 2vn, be Op.9 (1684),
173v-4 no.6 |
193v-4 _ -
155v-6 | del. Sig. Sonata 6 2vn,bec | A Scielta delle
174v-5 Gim{anni Swuonate (1680),
194V-5 Applano Nno.8

151 1 Sonata 2vn, bc Scielta delle
no vn
2

190

24.910, no4
Bononcini Ob, D.254 no.7
Dart, MS m.26
156v-7 (del.Sig.  |A2violini j2vn,be [d | | Sceltadelle

37 Willetts (1967), 124.
38 A, Ashbee (2008), 119-20.
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175v-6 | Giacinto

Suonate (1680),
195v-6 | Pistolo[zzi]

no.12

=
3

157v-8 | del. Sig. Sonata8 |2vn,bc | G Op.1, Primi frutts
176v-7 | Venetiano deF grardino
[G.M.Bono (1666), no.2
ncinij Scielta delle
Suonate (1680),
no.11
158v-9 | del. Sig, Sonata9 | 2vn,bc | G Scielta delle
177v-8 | Petronio Suonate (1680),
197v-8 | Franceschini no.3

Scielta delle
Swuonate (1680),

no.5

del. Sig. Sonata 10 | 2vn, bc
Pietro degli
178v-9 [ Antonj -
198v-9
Sonata 11 | 2vn, bc
Romano

161v-2 | [G.B. Vitali] | Sonata 12 | 2vn, be
180v-1
200v-1

del. Sig. Sonata 13 | 2vn, be
Andrea
Grosst

164-5 [G.B. Vitali] | Sonata 14 | 2vn, be
183-4

203-4

165-6 | [G.B. Vitali]
184-5

204-5

186v-7
206v-7
168v-9 | [G.B. Vitali] | Sonata 18 | 2vn, be
187v-8
207v-8

Sonata 19 | 2vn, be

A Scielta delle

Suonate (1680),
no.9

Rost, 93

Op. 9 (1684),
no.2

Scielta delle

Suonate (1680),
no.4

Op. 9, no.5
(1684)
Op. 9, no.4
(1684)

Op. 9, no.12

b
8
U
g

(1684)

Op. 9, no.7
(1684)
Ob, D. 260, Op. 9, no.11
(. 7v-12v (1684)
P

Op. 9, no.8
(1684)

=
5

Sonata 20 | 2vn,bc | B flat

* According to Allsop (1989:43), there is no evidence that this piece is by Colista.
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GB-Lbl, Add. MS 31431, which belonged to the London merchant Gabriel
Roberts in 1680, comprises an incomplete set of books: only the first and second treble
parts survive. The set is a combination of old music such as Lawes’s ‘Royal Consort’,
Locke’s ‘Broken Consort’ and Jenkins’s lyra consort, and new music such as Italian
sonatas (it contains twenty-two Italian trio sonatas). Add. MS 31431 includes
instrtumental works by Italian composers who were popular 1n late seventeenth-century
England, such as Giovanni Battista Vitali (1632-1692), Lelio Colista (1629-1680), and
Giovanni Legrenzi (1626-1690), as well as Cazzati. Roberts was born ¢ 1630, so in 1680
he was about fifty yeats old, and in his late years it seems that Roberts decided to have
his collected music copied into the books by an unidentified copyist; the same hand i1s
found in D-HS ND VI 3193.” The wide variety of composers and styles reflects
Roberts’s extensive interests in music. It seems that the Italian trio sonatas chosen by
Gabriel Roberts Iﬁmsglf from his own collection of Italian music indicate that he was
able to obtain Italian prints and manuscript copies through his business, which was
engaged in trade at Italian ports.”” Roberts hired John Vetney as an apprentice; Verney
was said to play the bass viol very well for ‘his time’,"' and his musical ability may have
been a factor influencing Roberts to hire him.** The leisute activities Verney shared
with his master’s family certainly included musical performances in which Verney

participated.

59 A. Ashbee (2008), 104.

4 R.Thompson, ‘English Music Manuscripts and the Fine Paper Trade 1648-1688’, PhD thesis (l.ondon
Univessity, 1988), 379, 436-7.

# M.M.,, Lady Verney, Memoirs of the Verney Family (London, 1894), letter, 29 November 1656; quoted in
Thompson (1988), 379.

42 Verney iii (1894), 369-70; quoted in Thompson (1988), 378-9.
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Table 2.4. Trio Sonatas in GB-Lbl, Add.

er | Concordances

41v-3* | Maunto | [Sonata] Ob, C. 80, no.7 | Op.18 (1674),
Cazzati no. 12, I.a
Strozza
Rost, 42
Op.18, no.9,
IﬂMaﬂ:nenga

Sy — ™ I T T B N

43v-5 [Sonata]
Rost, 77

63v-4 2vn, bv,
bc

64v-5 | [G.B. 2™ Sonata 2vn, bv, Op.5, no.5
B
Graziant
-. 2
Cazzati] bc

Ob, C. 80, no.4

22 [Italian]
Sona'ta’s
[begin]
The first

Sonata

Ia Caﬂam‘a

Rost, 152

66v-7 4™ Sonata 2vn, by, Ob, C. 80, no.9 | Op.18, no. 7,
Cazzatl] bc La Rossella
Rost, 65

67v-8 5 Sonata 2vn, by, Ob, C. 80, no.4 | Op.18, no.9,
Cazzatl] bc ILa Mamrzeﬂ a
Rost, 77
68v-9 6 Sonata 2vn, bv, Op.18, no.3,
Cazzatl] bc La B:f{ganﬂa
69v-70 7 Sonata 2vn, bv, Ob, C. 80, Op.18, no.9,
Cazzau] bc no.13 La C'almgm:m
Rost, 56
70v-1 | [Isaac] Sonata 2vn, bv,
Blackwell | [inserted] bc ﬂat

72v-3 Sonata 9 2vn, bv, Lbl, I-Tn, Ms.
Cohsta] bc Add.33236 Giodarno 15,
ff.25v-26v ££.29-32v
(no.8)
Ob, D.256
75v-0 12 Sonata 2vn, bv, , . Op.18, no.2,
Cazzatl] bc La Varana
76v-7v | |G. 13 Sonata 2vn, bv,
Legrenzi] bc

Rost, 137
Gl | il
Colista bc

Op.2 (1655),
no.16, La

Manina




79v-8 0 G 15 Sonata 2vn, by, | B flat | Ob, D.257 Op.2 (1667),
1ta11] bc (no 4) no.4
80v-1 | [G. B 16 Sonata 2vn, by, Op.5, no.3, La
V1ta]1] bc Masdoni

V1tah be flat no.8

* Two sonatas, each divided into two parts by the copyist.

GB-Lbl, RM. 20. h.9, a scote book copied by John Reading, organist of
Winchester Cathedral around 1682-5 contains mainly Purcell’s vocal and instrumental
music including his sonatas of the 1683 set; more sonatas by other composers are
copied in the inverted section. This collection seems to have a close connection with
Purcell, since when the court visited Winchester between 1682-84 (during Reading’s
tenure as Cathedral organist), Purcell may have accompanied Chatles II with other court
musicians, and Reading seems to have copied a substantial number of Purcell’s works,

which were not easy to acquire unless Reading contacted Purcell through these

occasions.”’ That sonatas were included in this collection shows that they were already

circulating 1n provincial towns like Winchester in the eatly 1680s; these sonatas were

probably copied for the use of Reading and his musical circle.

Table. 2.5. Trio Sonatas inGB-R.M. 20.h.9

110v ‘Dragon’, “This | 2vn, b, bc
9 piece of
musick....
market 1679’
108-5 | Dr. Blow | A Sonataof 3 | 2vn,b, bc Add. 33236, ff. 53v-5
Ob, D.254, ff 54v-5
Ob E400-3 pp.76-7
-Tn N2 15 no. 36

Parts
105-3 | At the end Op.5 (n0.8) La Guidoni

[Sonata] 2vn, bc
‘Senior (1669)

Giovana Us-Cu, MS 959, no. 22
43 R. Shay and R. Thompson, Purcell Manuseripts (Cambridge, 2000), 145, 295.
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102 - | [Sonata] [Piece for violin, | vn, b, bc
99 viola da gamba
and bc

98v-5 | Henry ‘Aged 25inye |2vn, b, bc Sonnatas of III Parts (1683),
Purcell Yeare 1683’ no. 1
‘Sonatas of Z 790
three Parts with
a Through-
Base’
Sonnata Pnma

90v | Purcell] no. 2
Z 791
86v | Purcell] no. 3
Z 792
Purcell] no. 4
Z. 793
78v | Purcell] no. 5
Z. 7194
Purcell] no. 6
Z, 795
74-70 | [Henry Sonnata the 7 2vn, b, bc Sonnatas of 11l Parts (1683),
Purcell] no. 7
2. 796
66v | Purcell] no. 8
Z 797
2v Purcell] no. 9
Z 798
Purcell] no. 10
Z. 799
Purcell] no. 11
Z. 800
55v-2 | [Henty Sonnata the 12" | 2vn, b, be Sonnatas of 111 Parts (1683),
Puzcell] /Finis M’ no. 12
Purcell Z. 801
52- | M Sonnata Prima | vn, va, b be
il A
three parts

o R N L

47 Young Seconda

Gl N L
Young

- Young incomplete
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The Falle collection, bequeathed to the Durham Cathedral University Library in

1722 by Philip Falle (1656-1742), who became a prebendary of Durham Cathedral in
1699, consists of extensive musical manuscripts and printed music of the seventeenth

century. Falle was a Channel Island (Jersey) churchman and amateur composer. He was

appointed Chaplain to William III in 1694, but his first chaplaincy abroad was made in
1698 with the Duke of Portland; he visited the French coutt as one of Duke’s
embassy.” From this trip Falle seems to have brought back French music and books,
especially viol works by Marin Marais, who was highly favoured by Louis XIV.* Almost
six months later (L.e. 1n 1698 or 1699) Falle accompanied the King on the fitst of several
excursions to the Netherlands which continued until William’s death in 1702; during his
stay in Hague and Amsterdam Falle seems to have collected a substantial amount of
music.* GB-Drtc, MSS Mus. D.2, D4, D.5 and D.10 in the Falle collection contain
German, Austrian, and Dutch chamber music by composers such as J. H. Schmelzer
(=1623-80), Dietrich Becker (1623-79) and J. M. Nicolai (¢1629-1685); they are
exhibited side by side with English compositions attributed to Henry Butler, William
Young, and John Jenkins. The scorings of the works vaty from two violins with
continuo, and one violin, bass viol with continuo to solo viol [mostly for viola da

gamba] with continuo.

The wotks in D.2, D.4, D.5, and D.10 seem to date mostly from the second half

of the seventeenth century.”’ D.2 first belonged to John St Barbe of Romsey befote it

came to Falle,” and seems to have been bound together as three part-books for him by

‘John Fryed 1678, whose name was insctibed on the flyleaf of the continuo;” the stave

# M. Urquhart, “‘Prebendary Philip Falle (1656-1742) and the Durham Bass Viol Manuscript A. 27, Chebs,
5 (1973-4), 4-3

45 Ibid., 3.

4 Ibid., 5-11.

41 B. Crosby, A Catalogue of Durbam Cathedral Music Manuseripts (Oxford, 1986), xviii,
8 A, Ashbee (2008), 6-7.

49 Thompson, (1996), 288.
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ruling and headings such as ‘A. of 2 pts For a Treble & a Bass’ appear to confirm the
English origin.*® D.4 was presumably copied by ‘A. Koor’, an eatlier owner, whose

name was inscribed in two of the part-books. The unusual spellings such as ‘Joung’ and

‘. Jenckings’ suggest that Koon may have been Dutch, and that the manuscripts may

have been compiled in the Netherlands. The paper of D.5 is of the same type as D.4, 2
type in use between 1660 and 1690 in the Netherlands, though the ascriptions seem to
be those of a native speaker.”’ D.10 in score is in English style such as the paper type
and stave ruling, but attributions suggests that it might have been copied by 2 German
in the Netherlands or just purchased there.

GB-Ckc, MSS 228-9 contain two ttio sonatas by Catl Rosier (1640-1725), one
for two violins, bass and continuo in F major (MS 228) (Ex. 2.3), and another for two
violins and continuo in A major (MS 229) (Ex. 2.4). These two sonatas were copied by
John Clerk of Penicuik, second baronet (1676-1755), and ate unique soutces that have
no printed concordances. The date at the end of the continuo part, ‘1695/Amsterdam’
(first sonata), ‘1696/Amsterdam’ (second sonata) in the hand of John Clerk, can be
interpreted as either a composing or a copying date.”” Rosiet was a Flemish composer
and violinist active mainly in Germany, but he seems to have stayed in the Netherlands
from 1683 to 1699.” John Clerk was born in Edinburgh and was sent to Leiden in the
Nethetlands for further education from 1696 to 1697. Though his main purpose was
studying the civil law, he was also enthusiastic about music. He was taught composition
by various musicians, and played with them frequently. Rosier’s sonatas may have been
copied as the result of an encounter with the composer himself. Clerk then left Leiden

for the Grand Tour (1697-9), and while visiting Italy he was taught the violin by Corelli.

50 Thid., 291, 63n.
5! Ibid., 288-9.

s2 K. Elliott (ed), Musica Scotica. Editions of Eark Scottish Music V'1: Five Cantatas by Sir Jobn Clerk of Penicuik
(The Musica Scotica Trust, 2005), xlvii.

53 1). Nieoller, ‘Rosier, Catl’, New Grove.
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From the composers Bernardo Pasquini (1637-1710) and G.B. Bassani (1650-1716) he
learned skills on the harpsichord and in composition tespectively;* he was also taught
by other composets. Cletk returned to Scotland to become an advocate in 1700, and
established a career as a politician. He may have brought to Scotland a considerable

number of music manuscripts and prints collected on the Continent; these presumably
included Corelli’s and other Italian sonatas. If he had kept his enthusiasm for music
after returning to Penicuik, then sonatas by Rosiet and the Italian sonatas in his

possession may have been performed by himself (on the harpsichord) and his musical

circle.

Ex. 2.3. Car]l Rosiet’s sonata in F maior bars1-4 3-Cke, MS 22

ol
e el ~~ - 1 1 J | & ] e
- 1 1 1 1 I & ! ! I 1 11 ™ &§¢ &
(D AR e R R A © A P A
|

I )

T . U T L] p~ -“_=
e e e e e e e e e
lat__-=__=fm-:“—:1__m
e e e
YA
- “m-“-d’_’ .-=:=- _:.q:m_

5 6 4 3 7 6 4 6 § 4 5

2 3

Ex. 2.4. Carl Rosier’s sonata in A major bars]-4 B-Cke, MS 22
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54 Elliot (2005), xtv-xx.
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Probably the largest and richest seventeenth-century Italian collection forms part

of the James Sherard Collection at Oxford. This collection was bought by Rawlinson in
1741 after Sherard’s widow died; Rawlinson then bequeathed his manuscripts and
printed music, including the Sherard Collection, to the Music School in 1752. The

bequest contains manuscripts of vatious German and Italian music, and the printed
music consists of two Italian collections®; in 1885 the whole collection was transferred
to the Bodleian Library.

James Sherard (1666-1738) was an apothecary, amateur violinist and composer
who published two sets of trio sonatas (Amsterdam, 1701, 1716 respectively)
influenced by Italian works. He was also tesponsible for the copying of several
manuscript patt-books such as GB-Ob, MSS Mus. Sch. D. 254, 255 and 256. D. 254 and
256 seem to be connected with GB-Lbl, Add. MS 33236, a score dating from the eatly
1680s.”” The repertoire of the three manuscripts is almost the same: they include Italian
sonatas, mostly by Colista and Corelli, and Italianate sonatas by English composers such
as Henry Purcell and John Blow. Sherard’s copy of Colista and Lonati sonatas (D. 256)
seems to have been derived from the British Library manuscript (Add. MS 33236). D.
255 was copied when Sherard was young — he uses the eatly form of his name
Sharwood — and it contains all twelve of Corelli’s Op.2 sonatas. Ob, MS Mus. Sch. E.
400-3, a large set of part-books, seems to have been copied by Sherard’s collaborator
since this unknown copyist copied Sherard’s op. 2 (Amsterdam, #1711) into D. 252.” E.

400-3 contains almost all the works in the four manuscripts mentioned above (Add.

133236, D. 254-6), and an additional twelve sonatas comptising Bassani’s op. 5 (Bologna,

55 Richard Rawlinson (1690-1755) bequeathed his music books to the Music School separately from his
extensive donation of books and manuscripts to the Bodleian Library.

56 M. Crum, ‘James Sherard and the Oxford Music School Collection’ (unpublished conference papet), 1-
15.

57 R. Thompson, ‘English Music Manuscripts and the Fine Paper Trade, 1648-1688’, PhD thesis (London
University, 1988), 445-33.

58 Crum (unpublished paper), 3.
59 Shay and Thompson (2000), 109-16.
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1683); this set is a part of Rawlinson’s bequest, and might have belonged to Sherard,

though thete is no proof.”

The Sherard Collection seems to have been assembled in different stages, from

the 1660s to the eatly eighteenth century. Margaret Crum suggests that the Sherard

Collection may have been the result of the Grand Tour of Lord Tavistock, later the
second Duke of Bedford. James Sherard’s brother William, the founder of the Chair of
Botany at Oxford, joined the company as Lord Tavistock’s tutor; the cities visited wete
Hamburg, Munich, Venice, Bologna, and Rome.*’ Lotd Tavistock and his companions
seem to have acquired a considerable amount of music during their journey, and the
music acquited by William Sheratd may have been handed over to James, therefore
eventually coming into the Sherard Collection.®* Almost all of the music in the
collection was acquired in the places they visited;” the Italian music could have been
collected around 1697, when Lord Tavistock and William Sherard were staying in Italy.
It has also been established that important additions made to the Bodleian Library
music collection during the 18th century, including manuscripts of German and Italian
music and many printed sources not recorded in eatlier catalogues, came indirectly from
Sherard’s library, probably as part of Richard Rawlinson’s bequest.”* Much of this
information has been incorporated in the typescript Revised Descriptions in the
Bodleian Music Room. However, the printed collection in the Bodleian Library does not
reptesent a single collection, so it is hard to know when the volumes were collected.
Thomas Brntton (1644-1714), the small-coal man and concert promoter, built up
his own large music collection. It ranges from English chamber music of the

seventeenth and eighteenth centuries to a considerable amount of Continental

60 Crum (unpublished paper), 3.

6t Ibid., 16-20.

62 James Sherard says this in the dedication of his Op.1.
63 Thid.

64 For the German MSS see P. Wolley’s ‘A Collection of Seventeenth-Century Vocal Music at the
Bodleian Library’, Schits-Jahrbuch, 15 (1993), 77-108.
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instrumental music, mostly by Italians, but also including German or Austrian
composets such as J.G. Walther (1684-1748), and Heinrich Biber (1644-1704). Italian
music, especially Corelli’s works, which far outnumber other composers’ works, are well
represented. Britton also assembled works by native composers or those foreign
composers who wete active in England from around the end of the seventeenth to the
early eighteenth century. After his death, Britton’s library was put up for auction in
December 1714, The original printed sale catalogue is lost, but its entire contents were
reprinted by Hawkins.®

Some manuscripts belonging to the Britton collection seem to have been
acquired at the Britton auction by the Oxford Music School for use there (e.g. GB-OD,
MSS Mus. Sch. C. 75 and 76). It is known that the transcription of Corelli’s op.1 in C.75
(£.1-f£.12v) is in Britton’s hand; C. 76 contains op.2 (Bologna, 1685), though not copied
by Britton but another hand (vni, ff.1v-13; vn2, 16v-28; b, 31v-43; b, 47V-59).66 Both
manusctipts bear insctiptions such as ‘These Lessons are the handwriting of old
Thomas Britton...used at his Assembly (C. 75), and “Tho. Britton’ (C. 76) so they seem
to have been used in Britton’s weekly concert series, which lasted from 1678 to 1714.

Britton’s catalogue gives some clues about the works performed in his weekly concerts,

and shows his wide range of interests.

—_____.-_u

65 See ). Hawkins .4 General History of the Science and Practice of Music (London, 1776; New York, 2/1963),
792-3; jtems concerned to sonatas catalogue is reproduced in Table 2.7.

66 “Tho. Britton’ is written on fol. 11, so C, 76 is likely to have been owned by Thomas Britton.
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Table 2.6. Sonatas in Britton’s Catalogue

Comments
Three printed operas by Vitali, Grossi, and one -
bv diverse authors, Italian.

Four sets in three parts by Vitali &c. _
Corelli’s Opera Quarta and Ravenscroft’s Ayres. | Corelli, Op.4 Sonate a tre

(Rome, 1694); Ravenscroft,
(6] Sonatas or Chamber Aires

DD p—
t:piiiilllii

21

25 Sonatas by Corelli, Bassani, &c. Italian
WIHnN e,
Dito.
25 Sonatas by Melani[?], Bassani, Ambrosio —
onati], &c.
S
wWining,
o[
narts.
of the Duke of Tuscany. Camera (Bologna, 1690
Amsterdam, 1701
9 | Two sets of Sonatas by Catlo Manelli and Cav. —
Tarq.[uinio] Merula.

DN
IIIii“ii“IIIII

4 W

N

Three sets by Vitali, Uccellini, and Adson,
printed in 5 patts.

Vitali, Op.5 Sonate (Bologna,
1669); Vitali, Op.12 Balli in
stile (Modena, 1685);

Uccellini, Op.7 Canto primo

N I
high violin.
Y e e |
Florentius a Kempis (1635-after 1711)] for a
violin, and viol da gamba and bass.
treble violin and bass. they wete probably suites
1704
60 | Mr. Finger’s printed Sonatas, 2 first violins and | Probably Finger’s Op.1
2 basses. S gnm‘ae XII diversi (London,
1688
Locke, &ec. odena, 1692
Rt N
Solos by Corelli.
Rl 55l
flute and some for violins.
e
R

C\

18 Sonatas by Dr. Pepusch, Catlo Ruggiero.
3 sets of books of Sonatas by diverse authors.

7 [J.P.] Krieger’s 12 Sonatas. Swonate (Nuremburg, 1688)
or Suonate (Nuremburg,
1693

3. sets of Sonatas, one set by Lawes...and 2 Neither of them composed

~J

N

sets by Birchenshaw. sonatas, they were so
fantasias?

60



(London1683); Ten Sonatas in
77 Bassant’s opera quinta, and a set of sonatas Op.5 Sinfonie a  adue...
Bologna, 1683

75 [Antonio] Caldara’s 1" and 2d operas. Op.1 Swonate a 3 [da chiesa]
(Venice, 1693); Op.2 Swonate
da camera (Venice, 1699
Four Parts (London1697);
Bassani, Op.5 Sinfonie a due...
78 4 sets of books for 2 violins by Finger,
Courtville, &c.
-
91 Bibers’s Sonatas, 5 patts. Fidicinium sacro-profanum,
urember 1683
to | Cotelli’s Opera terza finely wrote. Op.3 Somate a tre (Rome,

76 Mt. H. Purcell’s 2 operas of Sonatas, and Purcell, Sonatas of Three parts
Bassant’s opera 5Sta printed.
Bologna, 1683
B .
Corelli’s solo book, Dutch print Op.5 Parte prima sonate a
violino [Roger edition?
95
98 1689

Corelli Opera terza in sheets. Op.3 Sonate a tre (Rome,
1689

Corelli Opera prima. Op.1 Somate a tre (Rome,
1681
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106 | Mr. Cotbet’s 3d and 4™ Operas, Mr. Williams 6 | Corbett, Op.3 [6] Sonatas
Sonatas, and Mt. Finger’s 9 Sonatas. with an overture and Atres
(London, ¢ 1708); Williams,

Op.4 [6] Sonatas (London, ¢
1713

107 | Mr. Keller’s Sonatas for Trumpets, Flutes, | {6] Sonatas (Amsterdam,
Hautboys, &c. Dutch print. 1699

108 | [J.C.] Pez Opera prima engrav’d in Holland. Op.1 Duplex: genins [12]

constans syniphoniis (Ausburg,
1701

132 sets by Becker, Rosenmuller, in 2,3,4, and 5

patts.

Musicalische Friihlings-Friichte
Bononcini’s Ayres.

(Hamburg, 1688); [12] Sonare
142 | Cazzati’s Sonatas and pieces for lyra violos, and
Sonatas, Ayres, &c.
147 | Romolo’ 2 Choirs in 6 books, Uccellini and
Beckers’s Sonatas.

U‘
b

148 Op.1 Sonate a tre (Rome,
1681); Op.2 Sonate da camera
(Rome, 1685); Op.3 Sonate a
tre (Rome, 1689

151 | 12 Sonatas by an unknown author. ]
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